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CHAPTER I 
THE PROBLEM, DEFINITIONS OF TERMS USED, 
AND SOURCES OF DATA 
Elementary school educators have endeavored through 
the years to provide opportunities for continuous musical 
growth for the child. Unfortunately, this development termi-
nates for many students at the junior high school level . 
During adolescence, adjustment problems are exaggerated or at 
least take on different identities . Musical needs and inter-
ests vary tremendously and require educational recognition. 
The rhythmic perception of the adolescent deepens during this 
period of growth, and rhythmic Pirticipation in music stimu-
lates his interest and enthusiasm. It would seem therefore, 
that a systernatically planned program in the junior high school, 
which emphasizes rhythm, would provide every student, according 
to his ability, with varied opportunities for developing a 
clearer comprehension of music . New avenues of musical enjoy-
ment would then be opened for students . More confidence in 
dealing with the tonal-rhythmic elements would be provided for 
the rhythmically-insecure adolescent . Furthermore, a wide 
opportunity for growth in the appreciation of the various 
phases of musical literature, as well as the development of 
:intelligent and well-founded musical literacy would result for 
the young adult in the junior high school general music class. 
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I. THE PROBLEM 
State.rrent of ~ problem. The purposes of this study 
were (1) to examine the importance of rhythmic skills as a 
contributing factor in t.be development of musical literacy; 
(2) to identify constructive procedures which would 
facillt ate growth in musical literacy in the junior high 
school general music class; and (3) to outline a series of 
recommended rhythmic experiences with sale cted compositions 
which would in turn contribute to musical literacy. 
Importance of lli study. The apparent need to assist 
the junior high school student in the development of a clearer 
understanding of rhythm, as a component of t.be music reading 
skill, has prompted this study. The comprehension of the 
tonal-rhythmic elements, and the symbols which represent them 
would enable the student to participate actively in maki~ 
music. Through the acquisition of this skill a greater lave 
and appreciation of music in general would be possible for 
the adolescent. 
An examination of available literature has revealed 
the need for supplying students in the junior high school 
general music class with varied opportunities for responding 
to rhythm, and for becoming mre familiar with the musical 
notation of simple and complex rhythms. Planned programs are 
few, for the specific development of rhythmic skills on this 
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scholastic level, end those available are not always practi-
cal. Frequent opiX>rtunitie s for participation in rhythmic 
activities in the junior high scb:>ol would facilitate contin-
ued musical growth during these crucial years. Musical 
enrichment for roth present and future living might result 
for the adolescent. 
II. DEFINITIONS OF TERiiS USED 
General music class. Throughout this study, the term, 
"general music class," was interpreted as 
a pupil-centered program of singing, listening, rhythmic, 
creative, and instrumental activities with the content of 
the course determined by the needs and interests of the 
pupils wrolled in the class. (44:25) 
Junior high school. In this study, the term, "junior 
high school," shall be interpreted as meaning grades seven 
and eight. 
Musical literacy. The term, "musical literacy," will 
refer to the development of a workable skill in dealing with 
the tonal-rhythmic elements of music, particularly in vocal 
music. 
III. SOURCES OF DATA 
The material end information for this study were 
obtained from texts on music education, source books, period-
icaLs of musical interest, and unpublished theses and 
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dissertations relating to the development of rhythmic skills. 
An investigation was also made of the activities in use at 
the present time in the elementary school music programs in 
order to facilitate the expansion of these programs to the 
junior high school level . 
Tbe basal series, published since 1950 were examined . 
Songs and suggested recordings were studied and from these 
were selected a spe c.ti'ic number suitable for use in guiding 
the adele scent members of the junior high school general 
music class in the development of rhythmic skills . 
IV . ORGANIZATI:ON OF TEE REMAINDER OF TIE THESIS 
This study consists of six chapters . The initial 
chapter includes the statement of the problem, the importance 
of the study, definitions of terms .used, sources of data, and 
the organization of the remainder of tbe thesis. Chapter II 
comprises the review of related investigations . General music 
in the modern junior high school, the student, his social and 
musical adjustment on this sc.holastic level, as well as the 
re~onsibilities of the teacher in the general music class are 
presented in Chapter III . Chapter IV includes a detailed 
resume of rhythmic skills, the stages of growth in rhythmic 
perception, and a study of musical activities, as r ecommended 
by out standing music educators to facilitate t.ha development 
of rhythmic skills in the junior high school. The general 
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topics included in this chapter are singing, the playing of 
instruments, and guided listening activities. Chapter V 
presents specific methods for using these activities to facil-
itate the development of rhythmic skills for the adolescm t 
in the general music class. The final chapter is devoted to 
a summary of the study, together with conclusions and recom-
mendations. 
CHAPTER II 
REVIE ~ OF RELATED LITERATURE 
A review of studies concerned with the junior high 
school general nru.sic class has revealed that the teaching pro-
cedures on this scholastic level have been under close scrutiny 
for some tirr:e. A significant number of investigations demon-
strate that the motivation of student interest, through the use 
of the unit teaching plan, is being utilized successfully. 
Related studies in th:is field have dealt with the selection and 
evaJuation of materials for singing, with recordings for listen-
ing activities, and with the correlation of music and other sub-
jects . Studies concerned with the organization and administra-
tion of music departments in the junior high school, as well as 
the general music program on this scholastic level, have been 
made in several states in the country. The studies which have 
come to the attention of the writer include audio-visual mate-
r:ials as selected for the Maryland public junior high schools; 
practices and problems in scheduling music classes in selected 
junior high schools in New England; and existing music programs 
and scheduling practices in junior high schools of large cities 
in the United States. This Chapter will be comernedwith a 
review of literature related to the present investigation. 
I. THE GENERAL MUSIC CLASS 
In 1959, Connolly (67) investigated the role of student 
interest in curriculum development and found ample evidence 
that interest is a potent psychological factor in all areas 
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of education. He then examined the specific interests of 
seventh and eighth grade students in musical activities, such 
as, singing, instr~mental, listening, rhythmic, creative, read-
ing, and interpretive work. 
An analysis of the data derived, led Connolly to the 
general conclusions that: (1) familiarity with good music 
increased its enjoyment; ( 2) students showed a high degree of 
interest in rhythmic participation of any kind; (3) both sev-
enth and eighth grade pupils enjoyed singing activities, but 
preferred to sing with the class or in groups; (4) there was 
considerable interest in playing the piano; and finally, (5) 
adolescents unanimously showed a dislike for those activities 
which pertain to music reading and reading readiness. 
As a result of his study, Connolly recommended a more 
thorough investigation of the child's interests at tre junior 
high scm ol level, and that studies be conducted relating to 
methods which would help "00 increase pupil interest in read-
ing music. 
In 1960, Wegimont (75) conducted a parallel study to 
Connolly's and the results of her investigation corresponded 
for the most part with his findings. Wegimont however, found 
that the adolescent manifested a moderate interest in playing 
rhythm instruments, melody bells and the melody flute, while 
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Connolly's study revealed that playing the melody flute was 
the least interesting activity. Both studies showed that 
students possessed great interest in the piano. Wegimont 
recommended that every aspect relating to pupil interest should 
be examined and investigated further. 
Wald (74) investigated the course content in the seventh 
and eighth grade general music classes in the sta te of Rhode 
Island. He then evaluated these cuiTicula in the light of 
those recommended by leading music educators. The questionnaire 
technique was used for the purpose of gathering data, and eighty-
four general music teachers in the state of Rhode Island were 
contacted. 
The findings and impll cations of the investigation in 
the music activities were that: (1) all children should be 
encouraged to sing for enjoyment, using a broad repertoire of 
songs of all classifications which have a strong melodic or 
rhythmic ap:teal; {2) there should be two and three part group 
singing as well as ind.i vidual and small group singing; ( 3) 
rote singing is advisable at times, but the development of 
reading ability, based on sound educational philosophy, must 
continue to receive attention; (4) listening is the nnst nat-
ural means of learning to appreciate music and is one of tbe 
most significant and rewarding types of musical exrerience, 
for it has the greatest carry-over into adult life; { 5) the 
listening program should include ballet and program music, 
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folk music, absolute music, holiday music, a study of the 
instruments of the orchestra, marches, operas, overtures, 
patriotic music, religious music , show tunes, suites, sym-
phonies, tone poems, and waltzes; (6) rhythmic activities 
should consist of folk dancing, the use of a variety of easy-
to-play instruments, and student conducting. 
Wald found that the Singing Juniors, the American 
Singer, and ~Along, in this respective order, were the 
most frequently used basal texts for grade seven, while ~­
ing ~-4gers, Music Americans Sing, and The American Singer, 
respe cti vel y, were the choices for the eighth grade classes. 
The majority of junior high schools investigated had one set 
of basic books and only one forty-five or fifty minute period 
weekly against two such periods as recanmended by educational 
aut ho ri tie s. 
Wald recommended that administrators should becon:e 
cognizant of the values to be derived from a well-organized, 
well-taught general music program, that the subject be 
scheduled at least twice per week for approximately fifty 
minutes, and that extra supplementary material should be 
available on both seventh and eighth grade levels. 
II. RH'YTHM IN THE GENERAL MUSIC CLASS 
Whitson (76) investigated the rhythmic perception of stu-
dents at the junior high school level. He endeavored: ( 1) to 
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determ:ine the possibility of improving the student's rhythmic 
perception at this age level; ( 2) to investigate the influence 
of musical background upon rhythm perception; (3) to ascertain 
the effect of grade level, sex differences, and training upon 
the variation of rhythm perception; and (4) to check the valid-
ity of different standard music tests by comparative analysis 
of the McCreery and the Seashore tests on rhythm. 
He administered the McCreery Elementary Rhythm am 
Pitch Test to a selected group of students in the junior hjgh 
school of Grand Saline, Texas. After six weeks, during which 
these students partie ipa ted in rhythmic activities for a daily 
ten minute period, he gave them the Seashore Measures of 1~i­
cal Talent Test. 
From an analysis of the results of these procedures, 
Whitson concluded that: (1} the rhythmic perception of the 
junior high school student can be improved through instruction 
in a formal course in rhythm training; (2) upper grade level 
pupils in the junior high scmol tend to rank higher than 
pupils on a lower grade level in rhythmic perception, before 
training is begun; (3) a greater degree of improvement in rhy-
thmic perception is evident among lower grade level pupils 
after a period of training; (4) particillltion in band or cho-
rus tends to aid in developing rhythmic perception; and (5) 
there is a positive correlation between different music capa-
city tests which measure the same musical element. 
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Whit son strongly recommended that a formal course in 
rhythm training should be given in the general music class at 
the junior high school level for the purpose of developing 
rhythmic perception. He also advocated that this traming in 
rhythm be integr ated whenever possible with other aspects of 
.mu sic al e :x:pr e s si on • 
Colonna (66) evaluated the various practices and devi-
ces used in the teaching of rhythm in the elementary music 
education . He explained that confusion among educators sur-
rounded the concept of rhythm and that this had a direct bear-
ing an the music education of children in their formative years. 
As a planned program, designed to f acili tate the growth 
of the feeling for rhythm in the elementary school child, he 
advooated action songs, dramatizations, singing games, folk 
dancing, free rhythmic activity and the use of specific rhythm 
and melody instruments . He stressed that rhythmic activities 
must contain variety on all levels, and recommended that in 
all activities for developing rhythm, emphasis must be placed 
on listening and physical response to the rhythmic swing of 
the music . 
Derick (68} compiled a method for the teaching of music 
reading through the development of rhythmic understanding. He 
traced the growth of the public scmol music from the Singing 
Scrool "00 the present day, and minutely reviewed the New Music 
Horizons Series. He mted that the authors of this series 
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strongly believed in an instrumental approach to music reading. 
Derick used fifteen lessons of a drum technique, orig-
inally compiled by Mummert, and condensed these into eight 
intensive lessons with the sixth lesson in the nature of a 
test. He explained tb.a t the method dwells on the drum tech-
niq_ue only as a spring-board to lead pupils into a practical 
understanding Qf the necessity of learning to read note values 
qp.ickly and accurately. He emphasized that: (1) children 
need drum sticks and plywood for pads; (2) seventy or more may 
be taught at a tirm; ( 3) the pupils were req_uired to count 
notes aloud and rests silently; (4) pupils stan:l when drumming 
and use the right hand to start with because it is easier; ( 5) 
the order of note values studied is whole, half, quarter; then 
the gradual addition of more difficult patterns; and (6) the 
technique may be applied to clapping for vocal groups . 
Derick alleged that this method was successfUlly used 
I 
in the general music class of the Polytechnic Senior High 
School in Riverside, California. He stated: 
The immediate results are rather startling. In a mat-
ter of a few days' class ro rk, children who were new to 
music are handling rhythms not ordinarily associated with 
beginning walk. More than this, they develop an instinct 
for what might be called rhythmic self-criticism. Inas-
much as the wo Ik is stimulating and to a certain degree 
competitive the pupils make splendid progress. It is usu-
ally pos sib le to keep the class well tog ether as the slower 
pupils profit by association with the faster pupils and 
these same faster pupils find pleasure in improving their 
skill at a slower pace. • • • As the pupils advance, the 
rm tter of accent m d smooth articulate playing can be pre-
sented as a goal while the slower children master the 
techniq_ue s. ( 68:78) 
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Similar results were attained in vocal work where after a 
week of intensive concentration on rhythmic sight-reading in 
the general music class, it was possible to present new mate-
rial with a higher degree of accuracy in note values, tonal 
relations and pitch. Students enjoyed the class and gained a 
considerable amount of useful knowledge. It reduced disci-
pline problems in the school and was a good outlet for the 
timid adolescent and the boy with the changing voice. 
Derick concluded that this approach to rhythmic under-
standing not only increased functional musicianship but devel-
oped talent and stimulated latent ability. 
Schoen (42} compiled a survey of research studies in the 
psychology of music that have the most direct bearing on musi-
cal art, musical artistry, and music education. He included 
several studies by Walker, who traced the development of the 
musical response in man from infancy to adulthood. Walker 
(65) found that children's responses to music fall into four 
types, the sensory, the motor, the emotional, and the imagina-
tive. He indicated that these responses vary in intensity 
with each individual and on each stage of development. For 
purposes of analysis he divided the stages of development into 
four levels, and emphasized that the response to rhythm was a 
specific part of each. In the junior high school student, 
Walker stressed that tempo, rhythm, interval size, intensity, 
and mode, are the particular factors that influence the depth 
of musical experience. 
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In the study by Hayes, (70) rhythm was approached 
through song. She pointed out that in teaching music to the 
elementary school child, the mathematical and mechanical drill 
methods utilized in the past had been unsuccessful and uninter-
esting. Furthermore, it was necessary to delay experiences 
with rhythm until students were capable of understanding the 
mathematical and technical problems involved. She alleged 
that if children, starting on the kindergarten level experi-
ence the "feeling" for the fundamental rhythm, they will sense 
the feeling of the notation and will comprehend more readily 
the technical meaning of rhythm in the upper elementary school. 
Hayes suggested the use of songs with a specific rhythmic fea-
ture on the upper elementary level and stressed the educational 
and social value of organized dancing. She advocated folk songs 
and dances as a most appropriate approach to rhythm. 
Hayes fUrther reco~nded that teachers: (1) take advan-
~age of opportunities to sing and respond to the rhythm simul-
tareously; {2) encourage rhythmic bodily response and the use of 
rhythm instru.n:ents as accompaniment for singing; ( 3) select songs 
for free rhythmic response and for directed rhythmic response; 
and (L1-} employ the general and specific criteria designated for 
song evaluation. 
Grieve (69) evaluated the music education in selected 
elementary schools in Maine. Berstudy revealed that tonal and 
rhythm instru.rrents are important additions to the singing 
period because of tbe valuable learning experiences they 
afford. She discovered that relatively few of tbe schools 
evaluated, adopted the autoharp for accompanying purposes 
even though it is easily portable, inexpensive, and easy to 
play . 
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Rhythm instruments were given special consideration 
in ler study. She emphasized that the use of these instru-
ments tends to call attention to the rhythmic response, pro -
vides a limited number of technical problems, arouses inter-
est, and offers an alternative to singing. 
In his discussion of accompanying instruments in the 
elementary school, Vlright (77) emphasized the value of bells, 
one octave xylophone, autoharp, recorder, and song flute. 
Since their usefulness extends to tbe upper grades, this dis-
cussion is especially pertinent to the present study. 
Wright clained that the study of these instruments: 
(1} enlists the interests of students, teachers, and parents 
in orchestral or band instruments; ( 2) does much to build music 
reading readiness through the development of pitch awareness 
and rhythmic responses; ( 3} develops a feeling for ensemble play-
ing; and (4) enables the child to recognize his need for, and 
develops his understanding of the reading of musical notation. 
He also cited the advantages of these instrument s as being 
inex:t:ensive, simple and easy to master, and easy to teach. 
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In 1956, Procopio (71) constructed, taped, and valida-
ted a series of graded exercises of inc rea sine difficulty for 
rhythmic, melodic, and harmonic dictation. He then selected 
two groups of college music majors, an experimental group and 
a controlled group. He compared the prog ress achieved by the 
experimental group which took dictation of the above named 
exercises by me ohanical means without any active teachirg on 
the part of an instructor with the controlled group, which 
took the same dictation in regular class lessons taught by an 
instructor . 
From an analysis of tbe results of the experiment, 
Procopio concluded tbat : (1) music students can learn to 
take rhythmic dictation via mechanical means of reproducing 
the exercises with a minimum of faculty instruction or super-
vision and can make at least as much progress as students who 
learn through a regular classroom teacher; (2) such a series 
of exercises that result in self development in dictation 
could contribute to the sue cess of any music theo:ry program; 
( 3) students must be trained to concentrate on the rhythmic 
elements in the dictation before trying to integrate rhythm 
and motion in melodic dictation; (4) students are encouraged 
when they can learn and progress as a result of their mvn 
initiative and thereby grow in emotional maturity and intel-
lectual independence; (5) the self- developmental exercises 
could also be used in regular classroom procedure . The 
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instructor freed from tbe piano, can give individual help 
while the exercises are being reproduced mechanically and can 
immediately correct errors of individual students, discover 
the source of the error, and clarify the misconception in the 
mind of the student. 
III. LISTENIID IN 'IHE GENERAL :MUSIC CIASS 
In 1958, Strittmatter (73) made a study which was con-
cerned with the examination of certain essential features of 
a listening program for the secondary school, and with the 
construction of five listening units that included subject 
matter, methodology, and materials. The work was designed to 
aid in the implementation of a more challenging listening 
program for the general music class. 
Strittmatter discovered that a program containing a 
balance of emotional and intellectual factors was better than 
one in which the concentration was focused on one specific 
area, because emotional and intellectual satisfactions are 
interwoven and serve to enrich one another. 
The five listening units of her study were concerned 
with Folk Music, Music of the Baroque, Classical, and Roman-
tic Periods, and American MUsic. These specific areas of 
music literature were selected on the basis of their emotional 
and intellectual appeal to the adolescent learner. Further-
more, they were designed for flexibility either by omission of 
selections or addition of optional material. 
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Strittmatter recommended that additional material was 
necessary in order to have a representative coverage of the 
entire field of music for the secondary school level. She 
suggested "Music of the Theatre," including overtures, opera, 
and ballet, "Modern Trends :in Music," which could explain 
Impressionism and the new rhythms and tonalities of our own 
era, and "Choral and Vocal Music," which could provide farnil-
iarity with solo songs, small ensembles, and large chcral works, 
as units which would be suitable for the adolescent student. 
She also specified that there was a need for similar studies 
on aUdio-visual aids and particular methods and materials 
most suitable for the secondary level. 
Sister Mary Genevieve S.N.D. (72) examined the scope 
and content of the music curriculum of the general music class 
in the secondary school. She then outlined a course of study 
applicable to the high school general music class. 
The material and information for her study were obtained 
from music education books and periodicals, source books, music 
texts, and unpublished theses and dissertations which dealt 
with various phases of t he junior or senior high scrool general 
music class. She concluded from the examination of this litera-
ture, that divergent opinions existed among educators concern-
mg the objectives of the senior high school general music class. 
However, many ways for the realization of these obj actives were 
suggested. Contemporary writings indicated that singing, 
playing of instruments, and listening should comprise the 
activities of the general music class. 
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Sister Mary Genevieve therefore, selected specific 
songs and recordings from the writings of leading music edu-
cators for her course of study . Both rote and music reading 
were advocated for the singing activities, using a repertory 
of folk and art songs, patriotic sorgs, classical songs and 
Gregorian Chant . She stressed the essentials needed to pro-
due e a beaut iful singing tone • 
The materials for the guided listening activities 
came from compositions of the masters in the follo\rlng areas: 
Story and Picture Music , tbe Cone erto, the Symphony, the 
Classic Dance Forms, as well as great Piano Literature. 
Detailed lesson plans for the presentation of the listening 
lessons were included. 
The study advocated that the teacher's planning be 
centered around pupil needs, and recommended singing acti vi-
ties playing of instruments, and guided listening activities 
for a well balanced curriculum. Sister ~ary Genevieve added 
that some schools devote inadequate time to the general music 
class, sufficient equipment is unavailable, and teacher prepa-
ration is often inadequate, with the result that music 
materials are not fully utilized. 
20 
IV. SUMMARY 
This chapter has presented a review of related inves-
tigations concerning the activities in the general music 
class on the junior high school level. The studies in the 
first section have revealed that interest is a potent psycho-
logical factor in all areas of education and that rhythmic 
participation of any kind fascinates the adolescent. The 
second section dealt with the literature concerning the 
growth of the child in rhythmic perc~ tion and the various 
methods proposed to assist the adolescent in the development 
of slcill in responding to musical rhythm. Each of the studies 
stressed that rhythm, melody, and harmony instruments facil-
itate the acquisition of prof iciency in this skill. A review 
of the literature concerned with listening activities in the 
general music class comprises the final section. The impor-
tance of a guided listening program, which would appeal to 
the adolescent, regardless of his previous musical experience, 
was considered and stressed as essential to a well-rounded 
music program for the junior high school general music class. 
CHAPTER III 
GENERU. MUSIC IN THE !ODERN JUNIOR HIGH SCHOOL 
The rodern junior high school came into existence dur-
ing the first decade of' the present century . Since that time, 
American education has definitely moved from the classical 
techniques, synonomous with traditionalism, to more practical 
educational approaches on the junior high school level. 
The development of the child--physically, mentally, emotion-
ally, socially and spiritually- -is the idealism underlying 
this newer approach of American democratic educational 
philosophy. 
Music, as a medium of expression during adolescence, 
offers rich opportunities for developing a well-rounded 
person. Similarly, growth in an intelligent appreciation 
of music and the opportunity for active participation in 
the different phases of' this art can provide a powerf'ul 
means for developing the personality of' the young adult. 
It can also aid the adolescent in adjusting to the ever-
growing oomplexities of' the .IIDdern world. Pitts observes 
that: 
Appreciation is the immediate aim and the ultimate 
end of' music education in the junior high school. We 
wish to develop more discriminating and more intelli-
gent consu.roo rs of music, but above all we e:x:pe ct 
'MUsical Ap~reciation' to carry over into 'Life Appre-
ciation.' (37:1) 
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~bder.n educational philosophy has made great progress 
in surmounting the traditional teaching approaches wherein 
subject matter was organized into highly specialized areas. 
Learning activities today are cooperatively chosen and 
planned around a question or problem fre quently called the 
"Center of Interest." Emphasis is placed on pupil needs and 
grmvths. (34:342) A particular interest in an undertaking 
can provide a strong motivating power for success. Educators 
in general agree that no learning can be successful without 
motivation. Mursell, in discus sing methods for sue cessful 
teaching states that n ••• a person's interest-pattern has 
a definite relationship to his achievement and learning." 
(31:195-196) 
Music educators have recognized the value of utilizing 
this pupil-interest approach in the juni or high s c!Dol 
general music class. As an educational tool, the varied 
musical interests of the adolescent might be channelled into 
learning experiences which would supply musical needs. 
Certain phases of music education, which the teacher believes 
\rould result in necessary knowledge, often seem uninteresting 
and tedious to the student. It is in this particular area 
t:b.at a competent teacher, cognizant of the various means of 
stimulating interest in a class, could motivate beneficial 
learning experiences, with the result that students would 
profit. For example, the tedious and unintere sting pbases 
accompanying the development of skills re quisite for musical 
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literacy would, for many students , no longer be · a burden. 
Numerous opportunities for participating in enjoyable musical 
experiences would be possible for many students. The intrin-
sic satisfaction derived from opportunities for active par-
ticipation in enjoyable musical experiences would build 
positive attitudes toward music in junior high school, deep-
en at the senior high s cbool level, and provide lasting 
enrichment in later life . This is exactly what is being 
attempted in the junior high scrool general music class . 
I . THE JUNIOR EIGH SCHOOL S'!UDENT 
Because students in modern junior high schools come 
from n:any ethnic groups, their backgrounds differ socially 
and culturally. Pupils vary in physical grONth during ado-
lescence. Similarly, they ex:r.erience rapid changes in 
emotional wvelopment and in intellectual achievement, so 
naturally their musical development also is subject to great 
change . Television, movies, and the record player have 
enabled the young adult to become acquainted with the folk 
lore and currently popular music of many countries. These 
adolescents provide a challenge to any teacher--a cmllenge 
which must be met in these critical days, for "no age holds 
more possibility for accomplishlll9nt; nowhere is there more 
energy, enthusiasm, curiosity or readiness to accept cml-
lenge and work to achieve . " (64:90) This particular age 
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level, there~ore, is very important in the life of the child 
for it is from. this period of growth that future growth 
evolves. 
Social Adjustment of the Student 
The adolescent, living in today' s tense, mdern world, 
has needs peculiar to his emotional, intellectual, social, 
and spiritual development . Adolescence is marked by internal 
turmoil, bewilderment and ~rustration. The young adult is 
errotionally insecure, inconsistent and unpredictable in his 
actions. He is filledwith energy, radiating joy, happiness, 
and interest in his undertakings, and cmversely, he is uneasy, 
.moody, lonely, and a rebel. The adolescent realizes that he is 
no longer an irresponsible child, and that his outlook on life 
is broadening. He misunderstands himself and ~ancies misunder-
stand:ing on the part of others. He is reaching out toward 
adulthood, demanding the privileges of this state, but he is 
as yet incapable of coping with its responsibilities. The 
young adult needs to experience kindness, sympathy, and under-
standing both at ho.me and in school. From his peers and his 
adult acquaintances, he must encounter personal interest and 
understanding. fhen a de qua te provi sian is made for meeting 
these personality needs, often the junior high scl::ool student 
will acquire an emotional stability which makes far-reaching 
contributions toward his maturity. 
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Rapid progress in intellectual development often marks 
the adolescent years. Possessed of a vivid imagination and 
a strong sense of justice, the young adult often shows an 
increased capacity for reasoning and a capability for deep-
ening insight. He needs to experience achievement and 
sue cess. Recognition of his efforts and notable reward for 
his sue cesses should result. Noar states that ". • • all 
children need to experience sue cess of s om kind every day 
and teachers must find tbe way for them to do so." ( 34:35) 
The adolescent is also CO!l.scious of his social sta-
tus with his peers, because social acceptance in his peer 
group is of utmost importance. It is for this reason that 
a refusal of constructive advice or adult criticism is quite 
natural at this age level. Frequently the adolescent appears 
to have a dual personality; one for the peer group, the other 
for adult acquaintances. The school and its environment 
provide an ideal situation to aid the student in fulfilliig 
this evident need for social adjustment. Through worthwhile 
school organizations and clubs, as well as well-plamed, 
derro cratically oriented classes, op :portunities might be 
provided which would aid the young adult in learning to 
adjust socially. 
The adolescent looks toward the future and is eager 
and anxious for new e:x:perienc es and adventures. He needs a 
realistic concept of a vocation and an avocation as well as 
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a re~1ization of his own strengths and weaknesses. Finally, 
the junior high school student needs help in formulating 
spiritual values for future living since "moral and spiritual 
values are the rwst important of all values recognized by 
philoso phers in personal and corporate life." (62 : 20) 
Through the broadening and deepening of these ethical and 
spiritual concepts, the adolescent may reach maturity . 
Following these ideals, ha may live as a God-fearing member 
of a democratic society. 
Interests of the Adolescent 
The interests of the junior high school student are 
many and varied. These adolescents are energetic, constantly 
seeking new experiences, enthusiastic with zest for achieve-
ment. The dedicated teacher explores the endless areas of 
student :interests. He discerns that these young adults are 
increasingly aware of their newly discovered individuality. 
They are concerned with environmental changes . The teacher 
learns that extra and co-curricular activities are numerous 
and necessary for an adjusted personality. Adolescents con-
sider certai n radio and television programs a "must 11 on their 
interest list . Andrews and Leeder have compiled a very 
complete listing of junior high school pupil interests. 
They suggest that students of this age level enjoy : 
••• looking at television , listening to radio programs 
(mysteries are very popular); sports, hiking, camping , 
fish:ing, riding horseback; own.irg dogs, cats, and 
other pets; games of many kinds, dancing, collecting 
(including stamps, hotel soap, postcards, dolls, 
minia ture mv ie stars or baseball players); handcraft, 
building mdel planes or automobiles, drawing, music, 
radio repairing, cooking, reading, movies, and some-
times items such as .n:a the rna tics. Li stenin.g to music 
on the radio or television is neither at the top of 
the list in popularity nor at the bottom. (2:58) 
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Thoroughly acquainted with the many and varia d interests of 
students on this age level, the devoted teacher will use tbi s 
knowledge to supply student needs in t he g eneral music class. 
II. TBE J"UNIOR HIGH SCHOOL GENERAL _/lOSIC CLASS 
The general music class functions as a normal part of 
the modern junior high school curriculum. IdeallJr, it con-
tributes to the cultural growth of all youth through educa-
tional development, functional achievement, and artistic 
performance . Because it is for all students, it represents 
the idealism of our American democratic educational system. 
Andrews and Leeder characterize the general music class as 
the "• •• heart of the music program ." (2:102) Wide op-
portunitie s for the exploration of various kinds of music 
are provided. This gives music a foothold in the subcon-
sciousness of every student during the most crucial period 
in the development of our American youth. Ernst, Snyder and 
Zim.mrman state: 
I~ic in grades seven and eight is of great im~ortance 
in the curriculum of the American school, for ~t is 
usually at this level that the average pupil has his 
last experience with formal music instruction • • • 
Vlhat happens in the required music classes of grades 
seven and eight will in large measure determine the 
level of America 's musical culture. (90:3) 
A typical junior high school general music class 
usually consists of three distinct groups: (1) the serious 
instrumental student; (2) the student with a recreational 
interest in music; and ( 3) the nunknowns" who need a broad, 
flexible program to enable them to participate actively in 
a variety of enjoyable experiences. (1:87) (44:9-10) 
.An opportunity must be provided for individual differences. 
Andrews and Leeder state that the teacher in the general 
music class at the junior high school level might have as 
objectives a list equivalent to the following: 
1. Helping each child find some .musical activity 
in which he can participate with satisfaction and 
some degree of mastery . 
2. Building a repertoire of songs the class can 
sing with musical enjoyment. 
3. Building a listening repertoire that is both 
immediately satisfactory and of lasting musical 
significance. 
4. Developing musical learnings, including readi:zg 
skills and familiarity with the materials of music-
making (Instruments of the orchestra, voice types, 
technical information) through singing, rhythmic and 
listening activities. 
5. Correlating music with other areas of school 
activity, and with the child's out-of-school world. (2:69) 
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MUsical Adjustment in Junior High School 
It is safe to say tha t universally human beings are 
responsive to music, although there are wide variations in 
their musical capacity and sensitivity. The majority of 
people find satisfaction and enjoyment either as consumers 
or producers of music on some level or in some medium. 
l~ic possesses a powerful refining force through 
its strong emotional appeal. Controlled and coordinated, 
these emotions can lead a person to undreamed-of-heights 
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of enjoyment, but unrestrained they may drive the individual 
into dark and wayward paths. It is here, through the emotions, 
that music will have the greatest appeal to the young adult. 
Through these same emotions, every endeavor must be made to 
lead the student to the understanding, enjoyment and 
appreciation of the aesthetic beauty inherent in this art. 
The modern adolescent is constantly exposed to music 
of a lon and questionable calibre. Furthermore, sharing 
the peer group enthusiasm for the popular music of to day, 
"With its emphatic rhythmic beat, provides the adolescent 
.... 
with security and the social recognition of his peers. He 
identifies adult criticism of his music wit h criticism of 
himself. He is unable to a~preciate the more refined concert 
music partly because he does not understand it, and in some 
cases because he dares not confess enthusiasm for it. The 
opportunity to grow in the appreci ation of music of more 
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lasting value is one of the greatest musical needs of tbe 
young adult • This need can be tactfully supplied in the 
general music class through varied and enjoyable musical 
experiences which will provide understanding that will lead 
to appreciation. These will in turn contribute to his 
emotional stability, intellectual enjoyment, eventual social 
recognition, and spiritual better.ment. Jones, in speaking of 
a functional curriculum for junior high s cbool states: 
Learnings in music, thoughtfully planned and gently 
guided into accomplishment, result in understanding 
and enjoyment. Direct experiences with music can 
lead to a fusion of the social, emotional, physical 
and spiritual parts of the individual's personality. 
(63:108) 
Musically, the adolescent seems and often is quite 
insecure in reading the printed score. Rhythmic activities 
were a p:trt of his elementary music classes, but mre atten-
tion was focused on the tonal quality of the child voice 
and on verbal definitions of the arithmetical values of 
rhythm. Many adolescents have never developed a conscious-
ness of the feel h"lg for rhythm. Regarding the importance 
of rhythm, Wilson makes the observation that "· •• if there 
is any one single factor which is the stumbling block in 
developing facility in reading music, it is rhythm." (50:iii) 
The junior high scrool student needs challenging opportunities 
to comprehend and develop a feeling for rhythm in musical 
literacy. These activities will provide ( 1) acquaintance 
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with the enjoyment of rhythmic participation; ( 2) opportu-
nities to comprehend intelligently the music of the masters; 
and ( 3) greater appreciation of music in general. 
Growth in musical literacy will provide a means of 
raisir.g the musical tastes of these students. It will grad-
ually pave the way for a sincere appreciation of semi-
classical and classical music . A genuine enjoyment of the 
aesthetic values inherent in this art will be the result. 
Musical Interests of the Adolescent 
Many students in a general music class have partici-
:r;ated in some musical expe riences in the elementary school. 
As a result they have developed specific likes and dislikes. 
Singing has been and continues to be an interesting activity. 
Since the adolescent enjoys variety, art songs, folk sorgs, 
patriotic songs, and sacred and secular classical songs may 
comprise tbe repertory of the general music class. These 
young adults are eager to sing for the purpose of improving 
their own voices and delight in building a repertory of 
unison songs, fun songs, rounds and melodies with easy 
de scants or simple harmonia s. ( 2: 62-6 3) ( 44: 23 -24) 
Besides singing, the adolescent who is curious by 
nature manifests a decided interest in experimenting with 
melody bells, melody flutes, fretted stringed instruments or 
any chording instru1mnt. Listening to recordings is another 
source of musical interest, while musical programs on tele-
vision and radio provide the adolescent with frequent 
opportunities for enjoyment during out- of- school hours . 
Wegimont who has examined the research on this coocept of 
interest states its beneficial use with the adolescent: 
Pub lis he d work on the ap plication of the psych::> logy of 
interest in music education is surprisingly rare, but 
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a number of surveys testing the efficacy of the concept 
in music education have been completed. These surveys 
suggest that, particularly on the junior high school 
level that psychology of interest, judiciously used, can 
be of very great benefit . (75 : 22) 
The general music class provides many opportunities to 
capitalize on the interests of the adolescent and utilize 
tha:n as stepping stones toward further musical growth and 
appreciation . 
Responsibilities of the Teacher 
The teacher in a junior high school general music class 
molds the student according to the ideals which he has 
developed and presented as essential for furthering musical 
education . A high degree of musicianship, a thorough know-
ledge of his subject matter, and a genuine liking and 
sympathetic understanding of the adolescent student are some 
of the principal req_uisites for the junior high scl>..ool music 
teacher. Gehrkens advocates the following essential qualities: 
In order to achieve sue cess as a teacher of junior 
high school music one must have three things: (1) 
broad and practical musicianship ; (2) a strong and 
attractive personality; ( 3) some knowledge of a doles-
cent psychology. ( 17:35) 
Since success in classroom undertakings frequently 
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depends on the resourcefulness of the teacher, he must be 
capable of locating the pupil ' s center of interest, deepening 
it, and guiding it into new activities. Cognizant of the 
previous musical experiences of the adolescent, he must 
establish new musical standards. These must be witbin the 
ability of tbe class and must be planned as a continuation 
of the elementary school program . Motivation for further 
musical achievement, as well as the development of lasting 
attitudes toward music should result for the students. 
Mc:Millan states that: 
• • • these attitudes often determine whether music will 
be a growing satisfaction in a young person ' s life, or 
whether his life will be closed to the enjoyment , the 
comfort and the cultural understanding that music can 
bring . (26:2) 
Finally, as a responsible educator, the teacher must endeavor 
to make music a meaningful reality in the lives of these young 
adults. Pupils will then leave juni or high school " • • • 
educated not only in music but through music--to become a 
generation more self-restrained, mentally alert, and spiritu-
ally minded because music has touched their lives." (40: 3} 
Activities in the General MUsic ClaBs 
Active participation is the keynote for success in 
the junior high school general music class. A flexible 
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program of inter-related experiences will provide profitable 
utilization of adolescent energy . Basically, the sequential 
developmental music program of the elementary school would 
be continued. The materials used to stimulate adolescent 
interest and foster musical growth on the junior high school 
leve 1 would be different, but the approach remains the same . 
(2 :viii} The musical activities--singing, instrumental 
participation, and guided listening must be planned for all 
students and in accordance with the diversified needs ani 
interests of these young adults . The students will then use 
them to fit their needs and pursue thEm to satisfy their 
interests and desires. 
Singing . Songs with rhythmic vitality hold a genuine 
interest for the junior high school boy and girl; consequently, 
building a repertory of unison and easy part songs of this 
calibre would be one of the principal activities in a general 
music class. Other activities would revolve around these 
singing experiences. The interest of the adolescent could 
be aroused by (1) singing familiar rouni s and folk tunes; 
(2) adding rhythmic chants to the songs; (3) chording; (4) 
a dding a descant to a song; ( 5) supplying a rhythmic accom-
paniment--clapping the hands, tapping the feet, snapping of 
fingers, rroving rhythmically to the phrase; ( 6) providing 
instrumental accompaniments; (7) using the conductor's 
beats for the various meters. (2:7, 41, 46) (36:31, 49) 
(26:172) 
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Tbe adele scent is increasingly aware of his newly 
discovered individuality. For this reason, the phenomenon 
of a toy ' s changing voice is a matter of great interest to 
each boy at this age level . In addition, the maturing voice 
should be clearly explained as a matter pertinent to enrich-
ing the tonal quality of the en tire choral ensemble, for 
"the incidence of the boy's changing vo i ce determines tm 
value of singing activities in the junior high school 
classes." (22:28) If the teacher handles the explana-
tion of this new experience with intelligence and under-
stan.U.ng, a life tine of enjoyment, through singing, as well 
as a growing self-respect, can result for the boy. 
Instrumental participation. Students in the junior 
high school differ widely in musical background and ability. 
I~ny diversified activities, therefore, would be necessary 
in the general music class to provide every student with an 
opportunity for musical grar~th. The use of the various 
informal instru.Imnts is invaluable for attaining this end. 
(44:219-220) These instruments are numerous and may be 
divided into three specific groups: (1) simple rhythm 
instru.IIBnts which highlight the rhythmic pulse or the phrase 
rhythms in a sorg, ..!·~. drums of various sizes, tambourines, 
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castanets, maracas, claves and guiros; (2) the easy-to-play 
melody :instruments which not only carry the singing aloz:g, 
but also develop facility :in music reading, i • .§!_. song bells, 
xylophone, glockenspiel, chimes, and tuned glasses; (3) the 
variolill.S types of harmony instru.n:ents which supply both a 
rhythmic and a tonal support for the singing, i • .§!_. banjo, 
ukulele , guitar, piano, aut oharp, and harm olin. 
Guided listening. Listen:ing is a part of every musi-
cal experience whether it is singing and harmonizing, rhyth-
mic bodily response or instrumental playing. Swanson states 
that "it is an experience everyone may have, but it is also 
an art whi en, when cultivated, will yield richer rewards to 
the :individual." (45:224) It is especially important that 
the adolescent be guided and encouraged to cultivate this art. 
Many students m the junior high school have already devel-
oped listening interests ani own unique record collections of 
both popular, classical and semi-classical music. Probably 
a oo nsiderable number of IW dern adolescents prefer to listen 
to music for "rest and relaxation." Nevertheless, the 
teacber can capitalize on this natural interest and provide 
students in the general music class with a wide variety of 
listening experiences from which they may gain the basic 
information necessary to enable them to recognize, judge, 
compare or contrast different rhythms, styles, moods or 
periods of music . (33:165) 
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The results of such a flexible program of music 
activities in the general music class should permit edu-
cators to expect : (1) that each student will find some 
musical activity in which he can participate with satisfac-
tion and some degree of ma s t ery; (2 ) that these young adults, 
through singing , rhythmic, and listening skills will develop 
various musical leam:ings, which include facility in music 
readi~ and familiarity with the materials of music making--
instruments of the orchestra, voice classification , and 
technical information; and ( 3) that through guided listening 
students will build a listening repertoire which will give 
satisfaction in the present and be of lasting musical 
significance. ( 2 : 69) 
The activities of the general music class will be 
discussed in detail in the following chapter under the 
headings : singing, the playing of instruments, and guided 
listening. The development of rhythm will be stressed in 
relation to each section . 
SUlllllRry 
Arne ric an educational approaches since the turn of the 
century, and specifically tl1e prog ress made in music education 
on the junior h jgh school level, bas been the concern of this 
chapter. Recognition of the pupil-interest approach as an 
educational tool in the general music class has been 
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advocated, with particular attention being given to the 
diversified social and intellectual background of students. 
Because young adults are can stantly exp::>sed to music of 
questionable calibre, a variety of opportunities for musical 
growth were discus sed which will help build an understanding 
as well as an appreciation of music of permanent value. The 
great responsibility of the teacher, who is the motivating 
guide in general acti vi ties in the music class, has been 
stressed in this chapter. 
CHAPTER IV 
RH"YTHMIC PERCEPriON, A CONTRIBUTING FACTOR 
I N MUSIC .AL LITERACY 
The twentieth century has seen a tremendous growth 
of interest in rhythm~ Folk songs and dances, with their 
enticing rhythms; jazz, with its syncopated beat; neo-
classicism, with its return to early polyphonic style, and 
even the tendency of modern composers to seek new rhythms 
and harmonia s, all contribute to placing rhythm at a focal 
point in this century. (3:642) 
The adolescent of today is rhythmically posse ssed. 
His responses to its many fascinating pulsations have him 
in the palm of its measurement of space, time, and movement. 
Rhythm can, therefore, be a pmverful medium for aiding the 
junior high sc:b..ool student in his exploration and enjoyment 
of musical experiences. Through this medium, growth in 
musical literacy can be attained. Students can acquire nevv·er 
insights and attitudes toward music. The cultural refinement 
and the aesthetic values in this art can be realized, and many 
lives made richer because of the experience. 
I. RHYTHM 
Music is a tonal-rhythmic language which can function 
as a bond with the past, a dynamic cog of the present, and a 
possible inspiration for the future. Music is composed of 
three very important elements--rhythm, melody, and harmony. 
In actual experience the tonal-rhythmic elements affect 
each other, and it is difficult to isolate one without 
relationship to the other two. 
Rhythm, however, is the vital principle of music. 
It is that subtle element on which much of theemotional 
pleasur"e derived from music depends. Regardless of tonal 
perfection, music without rhythm would be utterly devoid 
of the ingredient which makes it appeal to the en tire 
organism of the human body. Since rhythm is the prilM.ry 
concern of this the sis, it would seem appropriate to begin 
with a definition of the term. 
Definition of Rhythm 
The term "rhythm" originated from the Latin word 
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rhythmus meaning measured m::> tion and is akin to the German 
word rhein meaning to flow. The Webster Collegiate Dictionary 
defines rhythm as 
· ••• a regularity or flow movement which groups by 
recurrent heavy and light accent; a symmetrical and 
regularly recurrent grouping of tones according to 
accent and time values; or a particular typical accent 
pattern tbat groups the beats of a composition or move-
ment into measure such as three-four rhythm. (47:857) 
This definition is primarily concerned with pulsation rather 
than the duration of note values. 
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:Mursell defines rhythm as "~ expressive pattern 2£. 
accent, duration, ~pause·" (29:258) He continues to 
explain that "my definition has only a few words. Yet 
within its br:ief compass is too germ of a whole working 
plan of action." (29 : 259) 
Dykema and Cundiff propose tba followi~ definition: 
"Rhythm is the result of order and arrangement. It involves 
a conception of wholeness in which parts are assigned places 
in relation to each other." (12:173) Both Mursell, and 
Dykema and Cundiff imply that rhythm must be tal..{Sht and learned 
in a musical setting and considered as a factor in a to tal 
musical s i gni fi cane e • 
Cooper and Meyer define the term as "the way in wbi. ch 
one or mare unaccented beats are grouped in relation to an 
accented one . " (9:6) They, like Webster, are concerned 
with the regularity of recurring beats . 
The authors .1]')3ntione d above have at least endeavored 
to supply some definition for the word "rhythm. n There are 
other authors wb:> claim that there is no specific explana-
tion for the term . Le ipmann, in considering the various 
connotations for the word "rhythm" claims that musicians 
vary greatly in individual interpretations of what rhythm 
means to them . He states: 
Should we ask ten musicians and laymen to give a defi-
nition of rhythm, we should be sure to hear ten widely 
varying answers. • • • An all-inclusive definition of 
rhythm would have to run somewhat like this; rhythm is 
the pattern of long and short, regular and irregular, 
accentuated and unaccentuated sounds and silences. 
( 24:14) 
This inability to define the term with specific accuracy is 
apparently the basis for the following statement by Sachs, 
who explains that "rhythm ••• is, so far, just--a word 
without a generally accepted meaning . Everybody believes 
himself entitled to usurp it for an arbitrary definition 
of his own • " ( 41 : 12 ) 
The Harvard Dictionary of MUsic states: 
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Tbere is no definition accept able for rhythm. It would 
be a hopeless task to search for a definition which 
would prove acceptable even to a small minority of musi-
cians and writers of music. (3:639) 
Since such inconsistencies in defining rhythm exist 
among leading authorities in the field, the educator might 
approach the term from another angle--through the elements 
or components which are found in rhythm. 
Elermnt s of Rhythm. 
Whethe r a person listens to a symphony, sings a simple 
folk tune, or plays a musi cal instru.n:ent, he is unconsciously 
concerned with the basic ingredients of music--rhythm, melody, 
and harmony. Of these three elements, the average person 
reacts first to rhythm, although rhythm is only one essential 
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in the structure of music. Iilursell aptly explains the inte-
gration of rhythm with melody and harmony when he stresses 
the fact that 
••• we never experience it in isolation. Rhythm. is 
one of the contributing factors to the organic, inte-
grated, expressive whole of music. It should always 
be developed in a musical setting, and emphasized for 
the sake of musical values. (29:273) 
Although the tm fundamental elements in musical rhythm are 
( 1 } the rhythm of the under lying beat, and ( 2 ) the rhythm 
of the phrase, there are also secondary elements which may 
be identified as the beat, tempo, duration, accent and meter 
or tim signature. Each of these elements contains a specific 
relationship to the who le in the structure of musical rhythm 
and must be given adequa. te consideration. 
The beat. The beat is the element of regularity in 
rhythm. It is tbe stabilizing principle that underlies the 
phrase rhythm and is fre quently referred to as "· •• the 
'he artbeat ' of music." (26:165) The Germans use tbe term 
takt in speaking of this element . (29:262j Cooper and 
Meyer call it the "pulse" and explain that the "pulse is one 
of a series of regularly recurring precisely equivalent 
stimuli." They continue in detail: 
A sense of regular pulses, ome established, tends to be 
continued in the mi nd and musculature of the listener, 
even though the sound has stopped. • • • All pulses are 
by definition exactly alike •••• Not only is pulse 
necessary for the existence of meter , but it generally, 
though rot always underlies and reinforces rhythmic 
experience . ( 9: 3-4) 
Because of its basic importance in organizing the pbrase 
rhythm, the beat is often erroneously mistaken as the ele-
ment which comprises rhythm in its entirety. It .may never 
be regarded as synonymous with musical rhythm for there was 
beatless .music during the Polyphonic Era which contained a 
very definite rhythmic structure . Neither is the beat 
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mechanical nor arithmetical ; it is an essential part of music . 
A thorough perception of the beat is necessary in dealing with 
any music from the simplest song to the most complicated sym-
phony . It is the fundamental element in establishmg a 
"feeling" for rhythm. ( 29 : 264) 
The modern adolescent is fascinated by the beat and 
he is physically aware of it in the popular music of today. 
The understanding teacher will capitalize on this familiar 
musical element . By approaching music through the beat, he 
may be able to lead the young adult mto the knowledge and 
appreciation of the beauty and enjoyment mberent in .music . 
Tempo . Although tempo is not an actual part of the 
structure of music, it nodifie s the beat and the rhythm of 
the phrases . The various words, signs, and abbreviations 
considered under tempo convey the specific character of the 
music to the performer . They facilitate correct interpre-
tation of musical symbols regarding the speed, st;>rle, and 
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mood of the music. Flagg calls tempo "tbe second element 
of the beat" and claims that it "is .DD st important for its 
effect on tbe musical feeling aroused by the music--that is, 
the speed of the motion in the re bcund." ( 16:71) Tempo is 
indicated by (1) the metronome marking which designates the 
number of beats per minute: I'll M .\ = 72; (2) traditional 
Italian terms that suggest mood and type of mvement as 
well as pace, ~·£·, ,#argo, very slmv and broad; ( 3) words 
qualifying the above and suggesting more definite expressions, 
~·.B.·, Dolce, sweetly; (4) simple English equivalents of the 
Italian terms; (5) variation within the established tempo, 
indica ted by words, abbreviations, or signs, ~·6.•, accelerando, 
accel.--increase tempo gradually; (6) rhythmic treatment of 
an mdividual note, ~ • .s,., (an accent, f."'~ fermata--to hold or 
lengthen, sforzando, sf.--a heavy accent. (45:265) 
Rhythmic duration. The unit of beat, fixed by the 
lower figure in the meter , establishes t he le~~th of indi-
vidual notes. The student is often perplexed as he attempts 
to decipher the duration value of musical symbols. Clari-
fication of the unit of the beat will solve this difficulty. 
Myers explains this in the following manner : 
Tbe length of any kind of note arises from its exact and 
fixed relation to the kind of note used as the beat note. 
The relation is fixed--a whole note=two half notes• 
tour quarter notes=eight eighth notes=sixteen s±x:teenth 
notes. Those relative values are exact. They are constant. 
They have the same relevance for the first cellist in 
the New York Philharmonic Symphonic Orchestra as they 
have for the second violinist in the elementary school 
orchestra . ( 3 3: 90-91) 
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Leading authorities in music education suggest that students 
will acquire the feeling of these duration values by clapping 
the rhythm p.1.ttems in a song. (26 : 66) (45 :64) (33:91) 
( 39 : 11) 11:42) 
The accent . In musical rhythm "an accent is a stressed 
or emphasized beat ." (43:45) It is a subtle element in music, 
closely connected with the rhythm of tbe words in a poem. 
It is often affected by such factors as duration, intensity, 
and melodic line. Accented and unaccented beats are grouped 
around it. (9:8) Since the adolescent is familiar with the 
beat , the concept of accent may be clarified through reference 
to the do·wn beat of the conductor ' s baton in a band or an 
orchestra . The student must become aware of the feeling for 
the beat and from this awareness, discover whether the music 
swings in two ' s or in three's. The accent is frequently the 
guiding element . (26:88) (45:64) 
Meter. The meter or time signature is a guidepost in 
musical rhythm. It indicates the "swing of the music . " (43:45) 
This element (1) sets the duration value for individual notes 
and rests, and (2) divides these musical symbols according to 
the accent which falls at tbe beginning of every g roup. 
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Each g~up, separated by a bar line, is known as a measure. 
The Harvard Dictionary of Music calls meter "the basic scmme 
of note values and accents which remains unaltered throughout 
a oomposition or section thereof and which serves as a 
skeleton for rhythm." (3:442) 
Simple meters, consisting of one accent in each 
measure, are divided into duple--2/2, 2/4, 2/8; triple--3/2, 
3/4, 3/8; and quadruple--4/2, 4/4, 4/8. Quadruple meter is 
lis ted here because of the strong accent on the first beat. 
A secondary accent, on the third beat, is also included in 
this meter. 
Compound meters may be derived from the above time 
signatures through the multiplication of the upper number by 
three. These are compound duple, with two accents in a 
measure- -6/2, 6/4, 6/8; compound triple, with three accents 
in a measure--9/4, 9/8; and compound quadruple, with four 
accents in a measure--12/4, 12/8, 12/16. (3:442) 
Syncopation. Many musical effects may be attained by 
transferring the accented beat in a measure. This is known 
as syncopation and is defined as the antagonism between the 
beat and the free rhythmic patterns of the phrase. The 
Harvard Dictionary of Music calls it the "deliberate upsetting 
of the normal pulse of meter, accent and rhythm." ( 3:726) 
The three llDst common methods of shifting the accent to the 
normally weak beats of the measure are ( 1) by sustaining over 
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the strong bea t, t ol .,\ .:_lol ,,\ ,1 (2) by having rests on the 
strong beat, ~ X,\ /. •1 l '/. ol. ( 3) by placing stress on the 
weak beat, :!.. .I o\ ,\I ,I ) c< II 
If T 7 
The junior high school student has experienced synco-
pation in dance rhythms and songs before reaching this 
educational level. It should not seem foreign or remote to 
him when he is exposed to it now in actual notation. 
The Power of Rhythm 
From a structural standpoint, the importance of rhythm 
as a constituent element of music cannot be over-emphasized. 
Ho\!Ves aptly explains the significance of rhythm. in stati:r.g 
that "sound is its body and form its skeleton, but it is 
rhythm that gives the body life." ( 9:86) It may be likened 
to the "leaven" which permeates an entire song or a sym-
phony. Flagg provides an explanation of the possibilities 
of rhythm in relation to the tonal elements in music . She 
states that 
• • • tone, molded into tonal design by dynamic rhythm 
may rock a cradle with a lovely lullaby or sweep the 
heartstrings with the noble strains of the Ninth Sym-
phony; it may be brought to life by a mighty chorus, 
or by the voice of a little child. (16:66) 
Since the element of rhythm contains this tremendous power 
in music, it could become a force for cultural good in the 
lives of our American youth. 
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The Importance of Rhythm 
Rhythm is at the he art of the understanding, analysis, 
and performance of music, yet in the normal training of 
musicians, it has been neglected. Harmony and counterpoint 
are required courses in the curriculum of many schools and 
colleges of music , but " . • • few give more than passing 
not ice to the rhythmic structure of music . " ( 9: Preface v) 
Mursell in speaking of the importance of rhythm in teaching 
music states that 
It is impossible to over- emphasize the importance of 
rhythm as a fa ctor in musical beauty and expressive-
De ss. Unless one grasps the rhythm, one bas not grasped 
the music . Hence rhythm should be explicitly stressed 
from the very beginning of our program, and it should be 
featured at all levels throughout it . (29:25 3 ) 
It has been suggested that one reason for the inade-
quate development of rhythm is due to the fact . that "the 
teacher , himself , bas no clear and definite notion of what 
rhythm in music really is . " (32 : 178) 
MUrsell offers a simple explanation for this neglect 
of rhythm. He states that 
• • • musical scholars have been able to identify, define, 
and single out the harmonic component in music, but have 
not dore so with the rhythmic component . So har~ony is 
pulled out of its live setting , displayed before our 
eyes, analyzed, studied ani taught . But rhythm is not. 
The result is that many musicians are quite good at 
harmony , and dreadfully bad at rhythm . (29 : 260) 
The delicate and complex interaction among the elements of 
music is difficult to explain . The analysis of rhythm is 
complicated, and the development of a fruitful approach to 
the study of this musical element has been hampered by a 
failure to dis tinguish clearly among the several aspects 
of temporal organization itself. (9:1) 
Scientifically, rhythm bas not yet received a 
recognized nomenclature of its own. There is a specific 
re a scn for this. Williams explains that 
•.• German theorists have gom a good way towards 
the :invention of special names for the various parts 
of a rhythmical whole, but we cannot conveniently use 
the technical terms of their language while writing 
our own • ( 48 : vi ) 
Although rhythm is an intangible element in music, 
which has not yet received a recognized nomenclature of its 
own, and is difficult to explain , it is inherent in nature. 
The majority of modern music educators agree that physical 
response is the only proper approach to the t eaching of 
rhythm. Mur sell points the way by explaining the pro cess. 
He states that 
The rhythm of musical growth is a gradual process, 
o:Vganic not additive, the rhythm of life, not of con-
struction, the rhythm of unfolding, not of mechanical 
assembling. This is the rhythm which must constitute 
the basic pattern of a developmental program of music 
education. { 29:73) 
This developmental program, which provides the possibility 
of gradual musical growth for the American child is a 
reality in rmny sch::>ols. An excellent start is usually 
made . Sue cess in dealing with the tonal-rhythmic elements 
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of music is apparent in grades one , two, and three . Durirg 
these years, the child is si mple, unaffected, and resp onsive 
to adult suggestions and guidance . Large bodily responses 
to mythm are natural and uninhibited. Havever, in g rade 
four or five there is a noticeable retardation of grov~h in 
rhythmic responsiveness, which inevitably continues through 
grade s i x . As the child advances in age, the simplicity of 
earlier years is replaced by a certain self - consciousness, 
and a restraint in oodily response to the rhythm of songs 
sung in the classroom is evident . Educators are aware that 
the adolescent , although pulsing with the rhythmic beat of 
the latest popular song, is unable, unguided, to decipher 
even tle simplest melody . The primary difficulty is the 
rhythm. 
A revitalization of the approach to r hythm in the 
junior high s em ol general music class is ne cessa:ry to enable 
students to attain a firmer grasp on this important musical 
element. !Tursell, in speaki...ng to teachers, explains the 
far- reaching results of su cb. a program. He states : 
If then, over the years, we can help people to develop 
a really fine and keen responsiveness to rhythm, we will 
have opened the way to a whole realm of enticing musical 
pl easures. And there is no reason why this cannot be 
done, if we go at it properly . ( 29 : 256} 
The junior high school music specialist has successfully 
accomplished educational challenges in the past. Guiding 
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adolescents in developing greater facility in musical 
literac y , through a keen responsiveness to rhythm is another 
challenge to be met in a similar manner . 
II. STAGES OF GROWTH IN RHYTHMIC PERCEPriON 
Leading authorities on psychology agree that music, 
of all the arts, is the nDst appealing to the child. In 
infancy, he localizes auditory stimuli and listens, often 
unconsciously, to tones and noises . Psychologists have, 
therefore, concluded that this early appeal is essentially 
motor since it is the rhythm rather than the tonal sequence 
that seems to captivate the small child. (42 : 230) 
The gradual development of various musical responses 
in a child has been the subject of several studies by Walker, 
who found that there were four stages of perceptive growth 
and that rhythm was a definite par t of each. Close examina-
tion of these four stages reveals that the beat is one 
element of musical rhythm whi ch apparently provides pleasure 
for every age- level . In stage two, from the tenth to the 
twelfth year, there is evidence of a preference for the 
strong rhythmic pulse of the march, while the student in 
junior high school enjoys tre rhythm and emotional appeal 
of tbe patriotic song, and expresses his sense of secu.ri ty 
in respon ding to the musical beat which is very pronounced 
in the modern popular music. Stage four concerns the high 
scmol student , and is r..ot a matter of consideration in 
this study. (65 : 230-231) 
Walker ' s findings are verified by several leading 
authorities in music education . McMillan alleges that the 
child unconsciously responds to musical rhythm from baby-
hood . His frequent attempts to pound a toy, or bounce to 
the musical beat, even before he is able to walk, is a 
natural response to the rhythmic beat of music while the 
rhythms of locomotion, used when be learns to walk, run, 
skip or jump are nature ' s way of helping him to develop 
a nicely co-ordinated lx>dy . She concluded by explaining 
that "a child has a vlide background of natural rhythmic 
experience upon which to draw when we begin to lead him 
:into the mre organized experience of musical rhythm." 
(26 :65 -67) 
A sequential developmental program of listen:ing, 
simging, and bodily response to rhythm during the primary 
and intermediate school Y3ars enables the child to form 
musical concepts, fosters continual growth and refining 
in the response to rhythm, and deepens rhythmic perception. 
Mursell explains this process when re states that 
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• • • it is a .[JI)Vement from crudeness toward precision, 
fDJm the concrete toward the abstract, from the immedi-
ate toward the universal, from vagueness toward clarity, 
from hesitation toward certainty. (28 : 73) 
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The child gradually develops a keen sensitivity to the 
pulse, the phrase rhythm, the accent, the various rhythmical 
tempos and moods they suggest. Ee becomes cognizant of 
rhythmic patterns in a song and readily claps or taps them 
accurately. With assistance , he is able to accompany songs 
on various rhythm and harmony instruments . Opportunities 
for responding to rhythm bring intense joy and pleasure, as 
well as a keen sense of satisfaction and accomplishment. 
(45:196-197) {26:68-81) (36 : 22-46) Nye and Nye smnmarize 
the progress of the child who follows this sequential 
developmental program. They claim that 
• • • the child should gain certain definite benefits 
from his experiences with rhythm: sensitivity to rhythm 
as an element in music ; bodily control and grace; an 
increased understanding of the world ' s peoples (through 
folk dances and games); and a growing concept of form. 
in music . Important by- products of the above benefits 
are an understanding of note values (as they erne rge 
frcm physical responses to music and from forms of 
rhythmic notation such as long and short dashes), and 
a knowledge of dance forms and rhythms, which can lead 
to a rrore enlightened understand :i.ng of these when they 
are fcund in the works of the great composers. (36:53) 
During preadolescence, self-consciousness replaces 
the spontaneous rhythmic reactions of the child in the 
elementary school. The preadolescent , conscious of himself 
as a person, is by nature inquisitive, very much aware of 
wba t he does, and most critical of the results . ( 26:86) His 
perception of musical and rhythmic elements deepens and 
becomes keen, while at the same time his physical response 
to rhythm grows nore sensitive and accurate . Walker 
describes this progress of rhythmic perception when he 
states tbat 
••• the response becomes increasingly more subjective 
and deep in feeling . Till about the tenth year the 
rhythmic or motor element predominates, and the feeling 
of the expressive aspect of the musical experience is 
secondary . (65 :231) 
Tempos, rhythm, interval size , intensity, and mode 
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are factors which influence the depth of musical experiences 
during the junior high school years . In contrast to the 
·large , free , and expressive outward novements to rhythm in 
the earlier years, many adolescents become aware of an 
internal rhythmic pulse . Keenly sensitive to feeling and 
emotions, the adolescent prefers melodies in slow tempos, 
soft and gradual dynamics, and calm melodic movement . (65 : 231) 
Sine e insight in so many musical elements deepens consider-
ably during adolescent years, the junior high school student 
should be provided with many gratifying opportunities for 
participation in musical activities. 
III . ACTIVITIES JN TEE GENERAL MUSIC CLASS 
The g eneral music class provides the foundation for 
a round educ a tional program in music--the keynote upon which 
other music courses and activities are based. In this class, 
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studentsof all intellectual levels come together to produce , 
through cooperative enterprise, music that is challenging 
and worthwhile. 
Students of junior high school age are well suited 
for the general music class because it is a pupil-centered 
program of activities which include singing, listening, 
responding to rhythm, and instrumental playing . Musical 
attitudes and tastes are .molded during these formative 
years, therefore, courses should be planned to meet both 
the immediate and future needs of the adolescent. Young 
adults will be satisfied only "if their musical activities 
afford avenues of personal expression, engagement of physical 
energy and evidence of achievement.'' ( 2:59) However, each 
member must contribute his best efforts if, in return, he 
is to experience individual satisfaction from his own 
participation . Tbe activities for the general music class, 
planned specifically to develop rhythmic response will be 
discussed in the remainder of this section. 
I. SINGll-JG 
Tbe majority of junior high school students are 
responsive to tbe inherent beauty of musical rhythm, melody , 
and harmony. Singing is, therefore, and will continue to 
be the basic activity in the general music class. Rorke 
explains that 
••• singing frees the individual, takes him fro m 
what may seem a dull, monotonous environment and 
transports him to a colorful world of his own creation. 
One canmt always have a musical instrument at band, 
but one can always sing. (40 :1) 
Singing is a familiar activity which will aid the young 
adult to experience a sense of security as he makes the 
transition from the grade scl:o ol organization to that of 
the junior high school . It provides a means of self-
expression which every student needs and affords an oppor-
tunity for social development which the adolescent desires . 
McMillan calls singing "· •• the open door to musical 
experience." (26:26) Vocal music may well be the "open 
door" to musical growth, confidence, and security for the 
adolescent as he deals with the tonal-rhythmic elements in 
a song . 
The Adolescent Voice 
Students at the junior high school level are indi-
vidualistic. Just as there are great differences in the 
physical , emotional, intellectual and social characters of 
the members in a class, likewise it is true that there are 
many variations in their singing voices . During this age 
bracket, dramatic changes take place in a boy ' s voice, 
while slighter changes occur in the voice of the girl . 
Morgan aptly explains the diversity of vocal problems : 
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Both girls' and boys' voices cha~e and partially 
mature in these grades, but no two voices change at 
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the same chronological age. The student body includes, 
therefore, the girls with unchanged and maturing 
voices, and boys with unchanged, changing and changed 
voices. (27:107) 
The teacher must take into account these differences and 
use all his resources to help students attain their 
ma:ximum possibilities in singing. 
The adolescent is an idealist. He wants to achieve 
musically, to be able to add his voice to the ensemble 
and to conquer all challenges that are presented. A candid 
explanation of the physical development of the voice will 
increase interest in its use and foster a spirit of security 
and confidence in the young adult. Constant emphasis should 
be given to good posture, correct breathing, enunciation and 
the artistic interpretation of vocal music in the general 
music class. (35:4} Beautiful choral music, with a tonal 
quality peculiarly characteristic of the adolescent voice, 
will result. Musical experiences of this caliber can be very 
powerful in their effect upon adolescent emotions. (8: 66} 
Rhythm in Singing 
Rhythm is the life-giving element in singing for it is 
the heartbeat of music and like "leaven" permeates an entire 
song. Many adolescents in the general music class have not 
develo}:ed a consciousness of the feeling for rhythm in 
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vocal music. A familiar element is the beat in the popular 
music of the day. Strong rhythms fascinate the young 
adult, and he enjoys "singing songs, especially lively sol:\gs, 
or 'fast' songs." (2:70) Since songs of this caliber 
have a special attraction for the adolescent, they will 
motivate his learning, hold his interest and afford ample 
opportunity for growth in the awareness of musical rhythm. 
The presentation of this musical element in the general music 
class, however, is of utmost importance. In discussing 
rhythm, Nordholm and Bakewe 11 emphasize that "a mathematical 
analysis of rhythm is often meaningless to a teenager." 
( 35:10) Students should be guided to the discovery of the 
essentials of rhythm which are necessary for the correct 
interpretation of the songs they sing. Nye and Nye explain 
that 
• • • in every song there are ordinarily three distinct 
rhythms: the rhythm of the first beat of the measure 
(the primary accent), the rhythm of the meter, and the 
rhythm of tre melody (or words). (36:49) 
Tbe young adult should be encouraged to discover (1) the 
rhythm of the words in a song, (2) the swing of the music 
:in twos or in threes, (3) the accented beats in the measure, 
(4) the beginning and end of phrases, and (5} the mood 
expressed in the tempo and tonality of the music. Through 
a rhythmic response to the songs he sings, the adolescent 
will gradually become aware of the functional purpose of the 
fundamental rhythmic elements. Various means which will 
enable the student to acquire the "feeling" for the rhythm 
in vocal music are suggested by leading music educators. 
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1. Tapping or clapping the rhythm in a song. (11:42) 
(39:11) (26:66) (33:99) (36:43) (45:64) (22:46) 
2. Bodily mvement to the rhythm in a song. (26:89) 
(33:95) (36:23) (45:208, 166) (22:46) 
3. Conducting the rhythm in a song. (26:89) (33:70) 
(36:31) (45:146) (43:48) 
4. Rhythmic dramatization of songs. (26:76) (36:53) 
(44:38) {22:48) (21:50-51) 
5. Chanting a rhythmic accompaniment to songs. 
(26:89) (36:196-200) (45:145) (79:58) 
6. The use of rhythm instruments to accompmy class-
room singing. (26:46) (36:197) (22:45) (44:24) (79:83) 
( 21 :46-47) 
7. The use of the harmony instruments (auto harp, 
harmolin) or the popular fretted instruments (banjo, ukulele, 
ani guitar) or the string bass or cello to accompany class-
room singing. (26:47) (36:162) (44:24, 39) (45:177, 111) 
(80:39) (91:8-9) 
Rhythmic movement or rhythmic accompaniment to songs 
in the general music class helps to emphasize accent, meter, 
phrase structure, and the duration value of notes. Furthermore, 
leam ing experiences become more meaningful when students 
experience these rhythmic elements in relationship to a 
familiar song. 
Listening in Si:qsing 
Since music is sound, listening should be an active 
part of every musical experience. McMillan alleges that 
• • • children must always be listeners, no matter what 
the musical activity may be. Listening is the thread 
that runs through §..11 musical experiences, if they are 
to be truly musical. ( 26:125) 
The adolescent acquires a knowledge of the elements which 
constitute a good singing tone, by listening. Movement to 
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the rhythm in a song is influenced by what the student hears. 
It is through the ear that the young adult attains an aware-
ness of the duration patterns in music, which in turn enables 
him to sing songs in two, three or four part harmony with 
accuracy. The development of intelligent listening for 
musical values and content is currently emphasized by leading 
music educators, for it is a recognized fact that "all musi-
cal learnings are rooted in the aural experience." (60:94) 
Much of the beauty of the melOdy, tle blending of the harmony, 
and even tlB finesse in the rhythmic interpretation of a 
cl:oral number in the general music class is the result of 
combined student-efforts tc listen to the tonal-rhythmic 
elements in the music and to blend their voices as they sing. 
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Selection of Songs 
Music chosen for the junior high school student must 
contain a high musical value and must appeal strongly to 
the adolescent, for bis voice and interests must be given 
primary consideration. The voice range of the music and 
the song arrangements are of extreme importance. Music 
selected should not be too dit'ficult and should be of such 
quality that it will enrich the lives of the students. In 
speaking of the selection of music for the general music 
class, Leeder and Haynie suggest: 
It is wise to select music that is simple, yet beaut itul, 
and some that is cl'.a.llenging enough to require honest 
effort to perform. Growth in appreciation and skill 
will be aided immeasurably by a a.areful choice of 
materials. (22:36) 
Songs with rhythmic vitality b:>ld a genuine interest for 
both boys and girls at this age level. A combination of the 
choices of the teacher and a group decision results in 
better participation and high class morale . 
The junior high school student is capable of under-
standing tre enjoying a wide variety of music. Leeder and 
Haynie advise that many types of songs should be used in the 
general music class, and list music such as 
• • • religious, patriotic, folk, art, love, fun or 
humorous, operatic, recreational, cowboy, chantey, 
dance, service songs and carols. • • • To learn to 
prefer gp od music and appreciate its worth is often a 
slow growth process which comes through experiences 
with various types of songs. (22:36-37) 
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The comprehension of the adDle scent begins with an awareness 
of and a sensitivity to sound and rhythm. It is made secure 
through competence in identifying and appreciating these and 
other specific elements in music. (86:Preface) The music 
in the majority of the basal music texts, published within 
the last ten years fulfills the requisites mentioned above. 
Choice of specific material for classes, however, would dif-
fer according to the needs and interests of the student body. 
II. THE PLAYING OF INSTRUMENTS 
Since members of the general music class differ in 
musical background and ability to a great extent, teachers 
have discovered that div.ersified activities are imperative. 
Many educators believe that the addition of instrumental 
accompaniment to choral singing, through the use of the 
easy-to-play rhythm, harmony, and melody instruments is most 
beneficial. These instruments provide a natural and fascin-
ating outlet for the adolescent, and will be particularly 
welcomed by the boy who is self-conscious of his cha~ing 
voice, and the student who has been gaining only limited 
satisfaction from his singing. They facilitate score reading 
and in some cases, stimulate interest for the study of stand-
ard band or orchestral instruments. Like movement, they 
"link the aural and visual musical experience." (60:94) The 
most useful of these instruments will be discussed later in 
this chapter under the headings concerned with rhythm, har-
mony, and melody instruments . 
Growth in MUsical Literacy Through the 
Media of Easy-To-Play Instruments 
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Leading educators in the field of music recognize that 
the approach to score reading, by way of instrumental experi-
ences is a solution to many difficulties in the junior high 
sob:> ol. In dis ous sing the easy-to-play melody and harmony 
instru.Ill3nt s, Pitts explains that "most teachers testify as to 
the value of their use, not only in interesting pupils in the 
band and orchestra instruments, but definitely as a means of 
developing skill in music reading." (38:283) Research has 
shown that 
••• children vary greatly in musical aptitude. In the 
reading of .music there will be even more variation in 
levels of ability than in the reading of language. Some 
have the ability to become excellent independent readers 
of the musical score ••• • Others have the ability to 
become partially independent readers . • •• All can 
develop certain minimum oapaoi ty for following the 
pr:inted score and thus find enjoyment in group part 
singing • ( 90: 18) 
These diversified groups are present in every general music 
class and it is in the endeavor to guide these students in 
the development of the "feeling" for rhythm in vocal music 
that the teacher encounters the greatest difficulty. The use 
of rhythm instruments in the class will foster the aoq.uisition 
of this skill. Dykema and Cundiff allege that "the single-
line scores used for the parts to be played on these instruments 
are excellent in strengthening music reading, especially in 
the rhythmic aspect." (13:268-269) Andrews and Leeder are 
also concerned with the process which leads to skill in 
musical literacy, and explain that :facility in reading the 
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ins trum.ental score eventually results in a more exact compre-
hension of' the vocal score. They state that as the junior 
high school student 
••• accumulates experiences ot this sort in singing, 
listening and playing on simple instruments, he eventu-
ally comes to relate to the musical score what he he9.rs, 
thus associating the writ·cen notes with the actual 
rhythmic pattern and pitches. This is a development 
ot the socalled 'inner ear.' The goal is that the notes 
are translated in to and signify these musical sounds 
directly as the pupils looks (sic) at them. The process 
seems to unfold somewhat in this manner; 1. We hear, 
then sing. 2. We hear, and see, then sing. 3. We see, 
hear, (inner ear) and sing almost simultaneously. (2:156) 
These instruments are actually tools in the general music 
class which aid the development or musicianship, promote 
music literacy, and make it possible :for every student to 
have an effective means of applying and experimenting with 
the essential elements in music--melody, harmony, and rhythm. 
(44:127) 
Rhythm Instru!Il9nts 
The simplest of the easy-to-play instr\lln9nts are the 
rhythm instrun:ents, which consist of drums of' various sizes, 
tambourines, castanets, maracas, claves, cymbals, coconut 
s:OOlls, and sand blocks. They may be made to produce sound 
by striking, tapping, rubbing, or shaking. When used in 
their proper setting, they create sensitivity to correct 
rhythm and add enjoyment and novelty to the singing. Nye 
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and Nye remind us: "Through the use of percussion instruments 
a number of valuable concepts can be taught." ( 36:44) Some 
of these concepts are the response to basic rhythm, correct 
tempo, differences in dynamics, musical form, notation, pitch, 
and the relatedness of all these elements. Leeder and Haynie 
also advocate the use of these instruments and explain their 
addition to the song. They suggest that 
• • • the general music class should make such use of 
rhythm instruments such as claves, castanets, maracas, 
and bongo drums. Coconut shells can be used to give the 
effect of horses' hoofs in cowboy songs. Ringing bells 
will enhance wintertime so qss. Drums heighten the 
military effects suggested by some patriotic and service 
song. Latin-American instruments are indispensable in 
Calypso music. (22:45) 
Although instru1mntal activities appeal to the adoles-
cent, stimulate his interest, and motivate his learning, 
discretion must be observed in their use. These instrunEnts 
may be playa d as an artistic accompaniment to enrich t.te 
vocal music and to sharpen the rhythm in a song, but they 
must never over-power the voices. A few instruments played 
by a small group of students is the best procedure. Several 
suggestions for rhythmic accompaniments are included with 
each song in Chapter v. It is advisable to choose the simplest 
pattezns first. When the class is melodically and rhythmically 
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secure in the song, the more complicated pattems may be used. 
These will provide a challenge to a student with a strong 
feeling for rhythm. The following possibilities for the 
use of ~rcussion instru.roontal accompaniment with the 
rhythmic creole song "Mister Banjo" (90:12) are suggested: 
1. The clave~ could sound the metric rhythm: ..i ,\,\I ,I ,I 
Jf 7 r 
2. The rhythm of the words may be heard on the 
wood blocks: ~ ,F ,I ,j ,Q I ,r;G! ,t:;1 
3. The tambourines might enforce tm accent: 
4. Tbe basic accent and the off beat may be played 
an the conga drums: 
5. The rhythm pattems of tbe bass accompaniment 
nay be taken by the maracas: ~ ,q n ( Q ,a 
6. A mre complicated accompaniment could be added 
on the bongo drums, once the class is certa:in of the song: 
t { ~ r I' ,d. P 1 ~  ( ~· ,. e 
A small group of students might respond physically by tapping 
their feet and clapping their hands as they sing: 
~e"""s ~ { ll~ 
If Feet" / I 
Kr ,r 
while a slight swaying mtion to the rhythm of the song would 
enhance the "feeling" for rhythm for the entire class. 
Spanish, Mexican, Latin American and South American 
folk tunes lend themselves to this type of accompaniment. 
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There are several rhythmic accompaniments possible also on 
the melody and harmony instruments . These will be considered 
later in this study . 
Several m:>dern texts supply suggestions for rhythm 
instruments : Birchard Music Series, ~ Series , Music In 
~ Tin:e s, Music .!£ ~ ~' ~ Follett Music Series and 
the AJnerican Singer Series. Students may also add original 
accompaniments to music sung in the class . 
Dale explains the various ways rhythm instrwoonts 
aid the learning process. He states : 
Drums and percussion can be used as a way of studying 
the substance of music--rhythm and pattern in relation 
to melody , the study of musical form, harmonic rhythm, 
melody patterns played on drums, rounds and canons . 
Practically all the texture of music can be illuminated 
by the thoughtfUl and analytical use of pexcussion 
instruments. (54: 38) 
As students examine the musical scor e to find appropriate 
rhythm patterns for percussion accompaniments, or create 
original accompaniments , growth in the awareness of the 
various elements in rhythm, which will eventually lead to 
facility in musical literacy, is provided. 
The proper type song should be selected for rhythmic 
response and appropriate instruments used. As has been 
exemplified by some of the best composers : 
••• very effective coloring may be added to some 
songs by the use of accompanying rhythm instruments, 
such as tambourines, castanets , water glasses , bells, 
or drums. Jingle Bells , rerry Life , Nelly Was ~ ~' 
Star-Spangled Banner, Mar anina , Vive L' Am.our, The 
Dancers , Southern Memories suggest a variety of 
accompanying effects. (13:267} 
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In this way rhythmic activity will contribute to the musical 
growth of the students as well as heighten enjoyment in the 
general music class. Several songs to which rhythmic accom-
paniment may be added will be suggested in Chapter V. 
Harmony Instruments 
Tbe harmony instruments --the au toharp, harmolin, 
piano, ukulele, and guitar--play an important role in 
creating interest in the general music class. When they 
are artistically arranged, these instruments enrich the 
beauty of the vocal music by supplying chordal harmony and 
fascinating rhythmic accompan~nts, which in t urn create a 
needed impetus for greater student participation. 
The autoharp and the harnolin are strirged instruments 
which are similar in .rmny ways . Al tbough e a.,ch has its own 
distinctive features, both instruments are played by strumming 
the acco.mpa.niment across the strings with a felt pad or 
the side of the thumb. Students can easily learn to play 
these harmony instruments since songs which need only two or 
three chords for harmonization are the most suitable choices. 
The following suggestions for placing chords are given by 
Barr, Blair, and Ehret: 
Chord changes usually fall on accented beats, and there 
are seldom more than two chord changes in any measure. 
Frequently, one chord will continue for several measures. 
Chord :progressions will usually go from I to v7 , or from I to IV to V7• (79:75) 
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Motivation for rhythm is possible by having one student play 
chords on the beat, !·~· 
-..__./ 
while another strums the same chords lightly as after- beats, 
Swanson suggests the following sorgs for the autoharp or 
barmolin acoompaniment: Little Liza Jane; M' sieu Bainjo; 
Short'nin Bread; Polly-Wolly-Doodle; Skip to .Mz ~· (45:105) 
Through the use of these instruments in the general 
music class, students can be introduced to various musical 
experiences. Learning letter names and key si~atures is 
effective when the inf'ormation has been discovered through 
tm necessity of playing smg accompaniments. Growth in 
the ability to accompany vocal music on these harmony 
ins truman ts also paves the way for the discovery and re-
tention of the basic pulse, accent and meter, while the 
oombination of si~ing and playing enhances the understanding 
of other elements in music. (56:47) Success in developing 
the ability to play a simple harmony instrument helps tbe 
adolescent to experience "· •• a sense of accomplishment, 
which is essential to good social and emotional growth." 
(36:62) 
·• 
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The ukulele and guitar are fretted instruments which 
are familiar to many ado l escents. Like the autoharp and 
the harm olin , they are similar in many rasp acts. These 
fretted instruments have a definite place in folk music and 
are often a link between the classroom and out-of-school 
activities. {22:44) With a little encouragement, students 
who own a ukulele or a guitar are only too eager to play 
the accom:tnniment for singing. This in turn promotes 
motivation among other adolescents for mastering the 
techniques of these fretted instruments. They often are 
stepping stones which guide the student to the more serious 
study of an instrument of the band or the orchestra. 
ln the general music class the student who is to 
accompany the singing with the U-.lculele or the guitar may 
foll01.v the chord indica tions given for the autoha.rp in many 
\ 
of the basal texts. ~n the !I?Q Series { 81: 12) , specific 
instructions are given for playing the ukulele. Tl:e 
fingering for the various chords in the principal keys is 
also a part of the format of many songs in t h is Series. 
Definite ~struction for playing the ukulele and guitar, 
for using the chords specified for the autoharp in the 
various music texts, and for transposing to keys not 
playable. on tm auto harp a nd ha r molin a re included in You 
~ Music, Book Two, pages 29 to 46. 
The standard band and orchestra instruments may 
also add to the music e::x:perienc es of the general music 
72 
class. Many junior high school students have had some 
experience in playing these instruments, and with encourage-
men t, they might play the orchestral accompaniment 
specifically provided for some songs. In the general music 
class, there will m doubt be those who do not have the 
drive, stamina or talent to learn such demanding instrumeit s 
as the piano, violin, flute or clarinet. Since there are 
pupils to whom such an opportunity has been denied, the 
understanding teacher makes it possible for such students 
to supply root tones of the tonic or dominant chords as 
a ground base ., by rhythmically plucki~ the open strings 
on the cello or tl:e string bass, i . e., Birchard usic Series-
7:12; Krones: 27. 
Cel b I I 
Many members of the general music class have a 
functional knowledge of the piano. This instrument is 
included with the harmony instruments, but it may be used 
in an informal way as an instrument of percussion, melody, 
hannony, and for any combination of these. Since melody 
and harmony are possible simultaneously on the piano, it 
can provide a rich musical experience for the adolescent. 
Leader and Haynie allege that the piano is also "• •• a 
wonderful instrument for building sensitivity to rhythm, 
melody, harmony, a!Xl other elements of music." (22:42) 
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Chords for the autoharp and other harmony instruments 
are indicated in many of the m:>dern texts, .!·~·, Birchard 
Series, ABC Series, Time !£!_Music, Together We ~ 
Series, ~ Singing World Serle s, Time for Music, and Time 
for Everyone. Chords which are specified in these texts 
may also be used as a guide to the pianist. The Teachers ' 
Editions of t bese basal texts contain piano accompaniments 
for roost of the songs in the students ' books. Many of 
thes a accompaniments are simple enough for a talents d 
piano student on a grade four level to play. It is "Well 
to nota that tl::e piano accompaniments ara ,in the student ' s 
book in the Together Y[! ~ Series, Music for Everyone, 
ani Time f2.!:. rE:usic. This is particularly advantageous 
since it provides the visual notation of the accompaniment 
as the song is sung. 
Melody Instruments 
The principal melody instruments which could motivate 
interest in the geneml music class are the song bells or 
melody bells, usually two octaves and chromatic, the xylophone, 
and the glockenspiel. These instruments, like the piano , 
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constitute a ". • • highly significant audio-visual tool for 
learning." ( 36: 61) Nye and Nye explain that many students 
• • • enjoy 'picking out tunes' and in doing so on 
the Song Bells (or the p:iano) they ~ and feel and 
hear the interval relationship of tones. This can 
'le"ad to a real comprehension of the meaning of the 
notes on the staff--a comprehension frequently 
lacking in children whose musical experience has 
been restricted to a singing approach. (36:61) 
These instruments are not difficult to play and blend well 
with other types of instruments and the singing voice. 
The use of melody instruments in the junior high scmol 
provides a challenge to students to recreate the songs 
they sing and to add new enrichments to songs they enjoy. 
Same of tre various means suggested for song enrichment 
in the general music class are (1) The use of a fragment 
of the melody as an introduction to a song or as a coda; 
(2) The addition of harmony a third or a sixth above the 
melody note of songs which lend themselves to this type 
of hanmonization; l3} The use of a simple descant; (4) The 
addition of a counter-melody to a given song improvised and 
played on melody instruments. (1:66-67) (26:38) (36:197-
206-207) {21:25-42) (45:84) The following songs would be 
suitable for the enrichment described·in number two. 
Sambalele 
Holla-lel Holla-161 
Underneath the Bamboo 
Tree 
Ellen Bayne 
There's Music in the Air 
ABC Series 
ABC Series 
ABC Series 
Time for Music 
MUsic Sounds 
.trrar 
Book VIII:35 
Book VII:62 
Book VII:33 
Page 132 
Page 100 
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In discussing the addition of a counter melody to a given 
song, SWanson e:x:pJains that "rounds are useful for this war k 
because their basic harmony is simple and repeated in a 
definite pattern. An easy phrase of a round may be played 
continuously throughout the song." (45:96) 
These simple instruments bring joy and satisfaction 
to many students in the junior high school general music 
class without requiring much skill in the technique of 
playing. For some students, they may satisfy a hidden 
longing to make music--a desire fulfilled--a long-awaited 
satisfaction. For practically all students, they provide 
an added interest in the general music class and sometimes 
the motivation for further musical development. 
III. GUIDED LISTENING ACTIVITIES 
Listening plays an important part in music enjoy-
ment and perception. It is rewarding in its own right but 
also integral to all musical activity. It is the basic 
musical activity and, as such, permeates all others. (23:118) 
The mdern a dole scent is accustomed to "bearing" 
music constantly--music which forms an unconscious background 
of sound for everything he does. Because of his age-level, 
he is particularly attracted to music which affords him 
emotional satisfaction. (2:187) Through guided listening 
activities in the general music class, responses to music 
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which provide l:x:>th emotional and intellectual satisfaction 
are possible for the student. During adolescence, permanent 
values and tastes in music are crystallizing, and the listen-
ing pr-ogram plays a major role in the fi.nnal sha.p ing of these 
values. 
Listening to Recorded Music 
Through the use of recordings, practically the entire 
literature of music becomes accessible to the classroom. 
When students have had some guided listening experiences in 
following the musical content of familiar songs, they will 
be ITDre ready to comprehend the instrumental music of the 
.masters . 
Songs ~ ~ basal texts. The use of recorded 
songs in either unison, two, three, or four part harmony 
from the music text used in the general music class is one 
means of furthering musical growth and understanding. 
Numerous opportunities for i nc rea sing the interest of the 
students in singing, harmonizing, listening, and rhythmic 
movement are possible through this media. Recordings of 
songs used must be familiar having been previously sung 
by the class. In this way students are able to (1) discern 
a counter melody easily, (2) enjoy an interesting accompani-
ment, (3) mtice the resonant tonal quality of the voices, 
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(4) follou the various vocal lines, (5) supply any additional 
rhythmic accompaninent, and (6) provide oodily move.ID3nt to 
the rhythm. (49: 237) 
iUldrews and Cockerille advocate "listening to record-
ings of rounds as an aid to developing more satisfactory 
part si~ing ·" (1:66) The junior high school student needs 
many opportunities to hear and, through this media, to 
develop the ability to sing in harmony. SWanson is of the 
opinion that the ability to hear harmony as more than a 
pleasant sound begins to develop in the intermediate grades. 
(45:225) ~mrsell suggests that students follow the visual 
representation of the music as they listen. He explains: 
To see what one hears in music can enable one to hear 
it better, to realize it better, to enjoy it better, 
to understand it better. It attaches the symbols 
themselves directly to their musical meanings, and 
thus produces a growing understanding of them. (29:175) 
Conducting. Student conducting is an activity which 
is sue cessful and enjoyable in the gener~ music class for 
it helps the student to gain a feeling for rhythmic pulsation. 
Students should learn the conductor's beat for the simple 
rhythms 2/4, 3/4 and 6/8 and use them to conduct familiar 
songs as they sing or listen to tm recording. A diagram 
of the conductor's movements for the simple meters is 
included in several of the music education texts by leadirg 
authorities on the subject. (36:31) (26:172) (45:147-148) 
(35:41-42) 
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Folk dancing. Rhythm has a direct appeal to the 
senses and a feeling for rhythm fosters a feeling of freedom, 
especially when the rhythmic movement is expressed by 
dancing. Dancing in itself "integrates the sensing, the 
feeling, the imagination in the complete aliveness of 
one self." (55 : 46) 
Adolescents are so strongly attracted to dancing 
and to marching that the resourceful teacher can involve 
.many junior high school students in this physical expression 
of rhythmic music. Folk dancing and square dancing have 
become very popular in recent years and are an excellent 
means for developing rhythm. (13:177) Specific steps for 
folk dances are included in the ABC Series and a number of 
folk dance and square dance records are available. 
The music of ~ Masters. Junior high school students 
should be given regular opportunities in the general music 
class to hear, to comprehend, and to gradually appreciate 
the music of the great composers. Andrews and Leeder, in 
discussing the listening experience on the junior high 
school level, state that "it is extensive in its musical 
purpose rather than intensive ••• its aim is more to 
broaden musical horizons than to penetrate deeply into 
any particular area of music • " ( 2:193 ) 
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The competent teacher, understanding the adolescent, 
knows his musical baclqsround as well as his potentialities. 
He uses this information as a stepping stone to guide the 
adolescent to the discovery and the intelligent enjoymnt 
of the finest in musical literature. 
The greatest problem encountered by the teacher is 
the sale ction of materials which will provide a well-balanced 
musical diet for the adolescent . Pitts proposes the follow-
ing crit aria as a guide to the teacher in the choice of 
listening material for the junior high school student . She 
states: 
Selections for listening should be chosen with the 
pleasure end in view but never losing sight of the 
fact that intellectual, aesthetic, and emotional 
factors enter into enjoyment and appreciation more 
lastingly than the purely recreational ones . (37:33) 
Suggestions for the presentation of nationalistic, program-
matic and absolute music in the general music class will 
be inclu dad in Chapter V. 
Motivating Guided Listening 
Music is a language that ha s a meaning and a message 
for the human ears. It speaks to the individual thro~h 
the specific inherent elements which appeal to the listener. 
(49: 233) A clarified understanding of these elements results 
in more enjoyable musical experiences. 
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Melod~:- The ability to f'ollcm a melodic line within 
the texture of' a composition adds immeasurably to an en-
joyable listening experience. (45: 227) Most compositions 
contain several melodies arranged melodically or harmonically. 
It is the intertwining of' these melodies which often provokes 
a sense of confusion in the inexperienced listener. 
The attention of the students should be called to the 
flow and treatment of' the melody . The principal thema. tic 
material may be placed on the blackboard, or the students 
may use books which contain these musical themes. A 
knowledge of these themes leads to a better understanding 
of the musical composition involved and helps with the 
process of developing skills, particularly that of score 
reading. When pupils recognize what they are to achieve 
as a result of this listening, the whole 1 essen b eccmes 
rrore meanirg:f'ul. (72: 56) 
Mood. The teacher should induce the quality of the 
mood for listening :in the classroom by his whole demeanor. 
McMillan explains that this atmosphere contains 
" • • 
• that 
subtle feeling of expectancy and 'togetherness' that is 
shared by tbe entire group that is to listen to music." (26:130) 
When su cb. an atmosphere is established, the attention of 
the adolescent may be directed to the discovery of' the mod 
reflected in the music he hears. Cognizance of the title 
of tl:e composition, the tempo and tonality of the music, 
the medium used by the composer, a list of descriptive 
adjectives or phrases, or even a display of various colors, 
are all means which may help the student to orient himself 
to this musical element in a composition. 
The use of music which reflects contrasting moods 
often provides a means for stimulatimg interest and 
fostering the recognition and understandi~ of mood in 
music. 
Tempo. The difference between the speed ot the 
music--tempo, and the regular recurrence of accent--time, 
often confuses the adolescent. Tim, which specifies the 
durational value of notes and the regular recurrence of 
accent, is represented by numbers at the beginning of the 
musical staff. The junior high school student has some 
comprehension of this element, but it is necessary that 
he acquire an awareness of tempo as a power for (1) 
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arousing the various emotions of fervor, love, patriotism, 
etc., {2) establishing the specific mod of a so~ or a 
symphony, and (3) influencing the desire to respond physically 
to music. A consciousness of tempo in this way might tend 
to clarify in the mind of the student the reason for the 
various tempi used by composers. 
Rhythm. The s true ture of rhythm and the physical 
response to lllUsical rhythm has been under discussion in 
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this study. The variou;:; means which the teacher may employ 
to motivate skill in rhythmic responses during the listen-
ing lesson will be included in selected lessons in Chapter v. 
De sign in music. While the elements of music--
rrelody, rhythm, mood, and tempo appeal directly to the senses, 
design engages the mind. Usually the adolescent desires 
an emotional response to music, although he is also capable 
of enjoying intellectual satisfaction. The mental clari-
fication of the structural design of a simple song or a 
symphe>ny should help the young adult to attain this end. 
Educators admit that the understanding of design presents 
a challenge to the adolescent, but its importance should be 
emphasized for it is the element by which all others are 
held tog ether. McMillan interprets design in music as 
". • • simply the way it is organized or planned in order 
to make it easy for one's mind to follow, grasp and retain." 
(26:139) Richardson and English call it "· •• architecture 
in s:>und," (39:91) and explain that design may be compared 
to writing. Si:r:gle notes are like letters in the alphabet, 
a few notes grouped together produce a musical thought or a 
motive, while a complete thought is called a phrase. ( 39 :91) 
Simple explanations of strophic, binary, ternary, and rondo 
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form should be given and examples played to illustrate their 
meaning. The following list provides some examples of each 
form which are available in recent junior high school music 
series. 
Song Literature--Strophic Form: 
"Old Smoky" 
"Shenandoah" 
"Night Herding Song" 
Binary Form: 
"The Happy Wanderer" 
"Donkey Riding " 
"The Fedler" 
Ternary Form: 
"All Through the Night" 
"Skye Boat Song" 
"Jeannie With the Light 
Brown Hair" 
Listening Literature--Binary Form: 
Birchard Series, 7:136 
Singing Juniors: 96 
Music !:2.£ Everyone: 9 
Birchard Series, 7:137 
Music In Our Life: 150 
Music SOuiidS Afar: 90 
Time For Musi~ 
Music Sounds Afar:32 
Birchard Series, 7:6o 
Music In Our Life : 61 
Birchard Series, 7:98 
Birchard Series, 7:158 
Mozart, "Minuet from Don Giovanni" (RCA Basic Library, 
E 74) 
Bach, "Air for the G Stringtr (Columbia AJJ.. 20) 
Ternary Form: 
Sain t-Saens, "The swan, from The Carn1 val of the 
Animals" (Columbia ML 4355) 
Schubert, "Moment Musicale" (Decca DL 10004) 
RoiXlo Form: 
Beethoven, "Piano Sonata in C Minor, Opus 13," last 
movement. (RCA Victor LM 2152) 
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In the general music class, it is not possible nor 
practical to conduct a detailed discussion on the structure 
of music. Simple explanations of the various forms followed 
by clear examples will foster interest am pave the way for 
furtber growth in the intellectual satisfaction inherent in 
music. 
summary 
Rhythm, the vital principle in music, and the various 
attempts of music educators and psychologists to describe it 
have been minutely examined in this section. It has been 
noted that the beat is the principal element of regularity in 
rhythm, while meter is the guidepost which establishes simple 
and compound .Il'e asures, rhythmic duration, and accent. 
Leading aut hori.tie s in music education are unanimous in 
advising large muscular pulsation and bodily swing to help 
the student acquire the feel of the rhythmic beat. They 
advocate no age limit for the realization of this skill. 
The importance of rhythm in the junior high school 
general music class as well as its tremendous power as a 
force for cultural good in the life of the adolescent have 
been described. Particular attention has been given to the 
development of rhythmic perception and the gradual refining 
of the child's re~onse to rhythm from early childhood 
through the junior high school age-level. 
S5 
The principal activities in the general music class--
singing, the playing of instruments, and guided listening 
have been considered in the final section. The importance 
and the value of vocal music as a basic activity for the 
adolescent have been revealed, as well as a variety of means 
which. have been suggested by leading music educators for 
building a feeling for rhythm through singing activities. 
The specific musical and educational contribution 
which the rhythm, harmony, and melody instruments make to 
the general music class whEn used in their proper setting 
has been com idered. The rhythm instruments help to develop 
a sensitivity to correct rhythm and add enjoyment and novelty 
to the singing, while the harmony and melody instrurr.ents add 
enrichment and beauty to the vocal music through chordal har-
mony and fascinating rhythmic accompaniments. Research has 
revealed that many leading music educators deem the use of 
these instruments in the general music class a valuable 
tool to facilitate the development of musicianship and to 
promote musical literacy . 
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The contributions of various aspects of guided listen-
ing activities in the junior high school have been considered. 
The advantages of the use of recordings of songs in the 
basal texts, conducting, and folk dancing have been revealed. 
A brief description of the elements of melody, rhythm, mood, 
tempo, and design in music have been included as helpful 
information for an intelligent comprehension and a~reciation 
of the music of the great composers . Suggestions have been 
given to assist the teacher in mking the guided listening 
lesson beneficial and enjoyable for the adolescent. 
CHAPrER V 
RECOMMENDED RHYTHMIC EXI?.ii. RIENCES WITH MUSICAL LITE&q,TURE 
Since singing, the playing of instruments, and guided 
listening are the principle activities in the general music 
class, they provide the educator with ready-made avenues for 
guiding the musical growth of the adolescent. The student on 
the junior high school age-level enjoys rhythmic participation 
in classroom activities. However, the teacher, aware that the 
adolescent needs a clarification of the concept of rhythm in 
vocal music , should utilize rhythmic activities to promote 
this end . 
The choice of music, which contains specific rhythmic 
qual:fi..ti as would supply innumerable ways for guiding the young 
adult {1) to a deeper realization of rhythm in music; (2) to 
a develop.zmnt of a firmer grasp on this life-giving musical 
element; ( 3) to a recognition of the emotional power inherent 
in rhythm; and (4) to a clearer comprehension of the tonal-
rhythmic elements which will facilitate growth in musical 
literacy. 
Several suggestions for rhythmic and instrumental par-
ticipation are included in each teaching plan presented. The 
observation that only a few students should use these instru-
ments at a time, and t bat new patterns for enrichment should 
be introduced only when those in use are perfected, might be 
helpful. The use of the easy-to-play instruments in the 
general music class will increase opportuni ties for parti-
cipation in the activities and will sJ::arpen the rhythm in 
vocal music • 
I. OONG LITERATORE 
Singing is a familiar activity to the junior h:igh 
school student and songs with a rhythmic vitality retain 
88 
his interest. Such songs can be found in the folk music of 
nnst countries and in the art sorgs of many composers. This 
music will offer an insight_ into various musical moods, will 
foster the development of rhythm in the general music class, 
aid will supply the adolescent with a fertile avenue for 
musical growth and appreciation of the finest in musical 
art. However, only songs which contain musical value , and 
appeal to the adolescent should be considered • 
.A. IDLK SONGS 
Folk sor.gs, because they are songs of the people, 
reflect the life of the common folk, or recall memorable 
events of the past. They are songs which have withstood the 
test of time, for fundamentally they express the universal 
feelings and emotions of man. Many folk songs are originally 
folk dances to which the words were added later. Others are 
fun songs or singing games whi cb. invite dramatization. For 
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this rea son they provide the student with social as well as 
musical values and StJ:Pply the teacher of the general music 
class with valuable educational material. The Krones comnent 
on the musical worth of folk music. They allege that " ••• 
a good folk sotg is musically attractive, is easily learned 
and often has an infectious rhythm and interesting melody." 
(21:62) Folk songs of this calibre fascinate the adolescent, 
motivate learning, and su;pply valuable opportunities for 
growth in musical literacy in the general music class. 
Chia;panecas 
The spirited Mexican clap dance, "Chiapanecas" has 
rhythm lively enough to be appealing, and a melody simple 
enough to sustain the interest of the adolescent. The two-
part arrangement in the Birchard Series, book seven:34, is 
sufficiently challenging to merit attentive study in the 
gener.al music class. Castanets, claves, tambourines, and 
maracas can supply a Mexican flavor to this folk tune, while 
additional r hytbm.ic and harmonic enrichment may be provided 
by the autoharp, piano, and cello. 
Teaching methods !!.]h rhythmic ~ malodic enricllnent. 
It is well to have tl:e students hear the song on a recording, 
or played on the piano. The recording is available in Album 
7A of the series. An opportunity to see the accidentals in 
the song and experience the sound of the harmony in thirds 
would simplii'y the initial singing activity. Place the 
following phrase on the blackboard, and call attention to 
the accident als: 
L!J l d 
piano direct students 
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1. Hum or sing the soprano part on a neutral syllable. 
2. Repeat the procedure for the alto part. 
3. Divide the class and sing the phrase together. 
Rhythmically, this roolody is not difficult. The meter, 
3/4, is familiar to the junior high school student. An 
expJana.tion of the means used to create the syncopated effect 
in the verse would alert students to the change in the accent. 
Several measures in which the syncopation occurs should be 
taken out of context and the rhythm patterns illustrated as 
follows: t {( . l . l / ,l .• ~ .IJ:,I ,I ,1\ ,! . .,P .Lj;,, . 
The teaching procedure may then be conducted from the black-
board: 
1. As the melody is played on the piano, direct the 
class to chant the rhythm patterns on "noo." 
2 . Using the text, (90:34} have students chant the 
words in rhythm while one or two pupils, who are rhythmically 
secure, enrich this teaching procedure by playing the rhythm 
of the words with castana ts: 
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Care should be taken that the class sustains the tied notes 
for the full time value. 
f f 1 f ( I' !" 
The piano accompanim:mt is simple enough to be played by a 
student and will add rhythmic and melodic enrichment to the 
finished song. 
There are other possibilities for enrichment when this 
folk so rg is reviewed at another time. The accompaniment for 
"chiapanecas," provided on the au toharp by a student will add 
interest and enjoyment to the general music class. This 
chordal accompaniment, strwnmed on the first beat of each 
nsasure will also assist the class rhythmically and harmoni-
cally. The three chords to be used are specifically indicated 
in the text. The root of these cbords, played pizzicato on 
the open C and G strings of the cello, would provide an added 
impetus for tbe basic rhythm. 
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"Chiapanecas" is a folk tune that invites drama.tiza-
tion . Instructions for the dance steps are included in the 
Teacher ' s Guide for the American Singer, book eight:l7, while 
the song may be found in the student ' s book on page fifty-four . 
A few members of' the class might learn the steps and dance 
while the remainder of' the class sing and clap on the desig-
nated words in the text . 
Additional materials . Other Mexican folk tunes whose 
rhythmic structure closely resembles "Chiapanecas" might be 
used for variety. Among them are: 
Time For Music 
- -
"Fiesta":l8 
American Singer, 7 
"Celito Lindo":32 
Birchard Series, 8 
"Celit o Lindo ":79 
Singing Juniors 
"Chiapanecas":61 
Stodola PUm;pa 
Tbe simple Czechoslovakian folk melody, "Stodola Pumpa" 
is replete with rhythmic opportunities, and for this reason is 
particularly appealing to the junior high scoool student, who 
finds it fun to practice, fun to sing, and fun to hear. The 
SAB arrangement, which appears in Singing Juniors:9, is 
very appropriate for a general music class for the verse is 
in unison, while tbe refrain, written in three parts, is 
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exceptionally easy and accommodating for the changing voice. 
In si~ing the finished number, special attention 
should be given to the accent marks. The desired result may 
be attained by singing so:t'tly on the words immediately follow-
i~ the accent. The refrain sung pianissimo is very effective. 
students will gain the vocal control to do this by vm.isperi.ng 
the words and gradually adding a little tone. The ''h" on 
the shouted "hey" should be very obvious. A solid piano 
acoompaniment will enhance the finished performance of this 
interesting folk tune, and at the same time supply a finn 
rhythmic background duri~ the teaching procedures. 
Teaching methods with rhythmic and melodic enrichment. 
As there are only four rhythmic patterns in the verse of 
"Stodola Pumpa," it would be well to place them on the black-
ooard: . t ,I ,e ,1' ,L #~ \ .~ ,1' .1' .~ ,) l ,l ~r ~ ~ ,I ,r 1 ,1' , t / ,(' ,l. X 
.After careful observation have the students: 
1. Clap the patterns while counting four beats to ·a 
measure. 
2. t;hant t :b..e rhythm patterns on "noo" while a small 
group lightly tap the beat with a pencil. 
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3. Using the text, (93:9) rhythmically chant the 
words of the verse and refrain. The basic rhythm pat tern 
might be played throughout on the conga drum: 
+ ,I ~ J '%- j , I '( •1 '1- II t J 1 ~ ~ 1 I i 7 .l + 
to establish a steady rhythmic pulse for the class. Atten-
tion should be directed to the three phrases in the verse and 
the two phrases of the chorus whose rhythm patterns are the 
same. The piano accompaniment might also be added at this 
time to emphasize the rhythmic pulse, which swings in twos. 
4. Sing the words of the first verse softly. A few 
students might clap lightly on the first and third beats of 
the melody to facilitate a steady rhythmic pulse while the 
song bells reinforce the melody. 
Once the class is certain of th~· rhythm and the melody, 
the follovnng descant would add enrichment to the singing and 
be within the playing ability of the great majority of the 
members in the general mus ic class: 
~kl i' ( I }' I' ~ l !' I ( \' ~ =j 
Stodola, stodola, stodola, pumpa, Stodola pumpa, Stodola pumpa, 
I 
v • t• . 
I, ~ y I I 
l ) 
Stodola, stodola, stodola pumpa, Stodola pumpa, pum, pum, pum. 
I \~ --=-r 1'-l 
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for the verse, and following the rhythm of the words for the 
( r rl I' ~ ::::::~ anoth:~~o:sil1li{y-g)enkLnt at this time. 
Rhythmic participation by the class is also possible in the 
refrain. Have two or three students clap on the word "stodola" 
and tap their heels on "pumpa." The entire class may clap on 
the last three words, "pum, pum, pum." 
"Stodola Pumpa" is included in the following basal 
texts in SAB arrangement: American Singer, 7:10.3; ABC Series, 
7:79; Singing Juniors:9; Birchard Series, 7:68, under the 
title "Walking At Night." 
Adclit ional rna terials. The experiences described for 
ttStodola Pu~a" may be adapted to the following songs of a 
similar type, with a harmonized chorus that provides a part 
for the changing voice. 
Singing Juniors . 
"Hie .Away Home":40 
"Miss Lucy Long":42 
~ary Had a William Goat":44 
"Cape Cod Chanty": 56 
Singing Teenagers 
"Down The River":81 
"Going Back To Dixie ": 14 9 
Music In Our Life ~;;..;..;....;. ___
"That ' s Life ": 12 2 
"Gee, But I Want To Go Home'': 111 
~~ait For The Wagon":l2 
Proudly ~ Sing 
"My Highland Lad": 36 
She '11 Be Co min' Round The Mountain 
The musical folk lore of America springs fran many 
sources. The pioneers in this country sang as they worked 
and played, and adapted .lyrics, exclusively American, to 
the mlodie s they loved. The growth of our country may be 
traced :in songs of the mountaineers, common laborers, rail-
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road men, river men, lumber-jacks, negro slaves, and cowboys. 
Every historical event, and every region has found expression 
in song. A generation ago these songs were hardly recognized, 
but today, appreciation of our American folk music is wide-
spread and is steadily growing. Junior high school students 
should became familiar with this musical heritage, for every 
song is a p:~.ge in America's story of which they may be justly 
proud. 
The story of the railroad is one phase of American 
folklore. Numerous ballads, a cycle of powerful work so!:\gs, 
and endless jazz tunes tell the story of the growth of this 
means of transportation. "She'll Be Comin' Round The 
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Mountain," (Birchard Series, 7: 122) portrays the spirit ct 
pride and general rejoicing in a pioneer village, as the 
crowd awaits the approach of the steam engine, whistling 
down the mountainside and across the prairie. This SAB 
arrangement is simple, but attractive. The song has an 
appeal to the junior high school student, particularly 
because of the variety of possibilities for rhythmic parti-
cipation. 
The use of piano, autoha.rp, and cello for melodic 
accompanimmt, and sandblocks, a bell, and a whistle to give 
additional realistic zest to this railroad folk melody, will 
:provide enjoyment in the general music class as well as oppor-
tunities for growth in the response to musical rhythm. 
Teaching methods with rhythmic and melodic enrichment. 
The majority of students in a junior high school class know 
the melody of this simple folk tune. An opportunity to sing 
along softly with a recording- -Victor Album P 15 5, would unify 
the correct rendition of the melody in the class. The refrain 
''When she comes," might be sung by a few students wb:> learn 
the harmony quickly from the recording. 
The musical sign "¢ff for 2/2 meter will perhaps need 
a brief explanation. The unit of beat may be taught as follows: 
the ol or •\ ,I or r;r l:l or ). / equals one beat. The principal 
rhythmic patterns in the song should be placed on the 
·/{ 
·II 
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After explaining the incomplete measures and calling attention 
to the tied notes whi cb. must be held for the full time value, 
direct a few students to clap the accented bea t in each mea-
sure while the class sings the words. The altos or the boys 
wit h a changing voice, might clap the refrain "when she 
comes" each time it occurs, while the class receives extra 
practice in holding the tied notes. 
There are many ways to enhance this particular American 
folk tune. The followiDg suggestions are offered: 
1. Use the piano accompaniment throughout. 
2. An autoharp accompaniment is suggested by specific 
chords indicated in the text. {90:122) .A rhythmic accompani-
ment on this instrument or the harmolin is also possible: 
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3. A student might be shown how to play pizzicato 
on the open "G't "D" and "C" strings of the cel~o. The 
letters included in the text for the au toharp would also 
guide the cellist. 
4. Sandblocks, scraped together rhythmically 
throughout the song will imitate the sound of the engine. 
A slight accent on "one" of each measure will emphasize the 
rhythm. 
5. Using the vocal chant "chick-a-hank-a" in an 
aspirate whisper, a group in the class might imitate the 
sound of the engine. Both the sandblocks and the vocal 
accompaniment m:lght follow the same rhythm patterns. For 
example •• ·. () ) I /)) j,\ ,1,1 .11 ,1 ,\ ,I ,\ t ,1 ,l ,..( J ,1 ,1 ,1 ,I J etc., 
7 r 7 - I 7 - 7 -. 
The speed of measure five would gradually increase and then 
keep a steady tempo as the melody is sung by the class. 
A coda, to imitate the engine sl~ving down is also a 
possibility. For example: 
.t .,1,1 J .,[ , CJ:l) J J:l.,i 8 1 , I ) 4 1 j} ,l .,l , l ,lj ,l ,() ,IJ ,91) j) sJ J Shhh[ 
.,1,_ 7 - r - 7 - 7 T 7 
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The addition of a whistle as the train picks up speed in the 
introduction and a bell sounded in measures three and four 
of the coda are other possibilities for novel effects in the 
classroom or for a school assembly. 
All of the above sug gestions could not be used 
simultaneously. Students might choose different accompaniments 
for each verse, or have other ideas which they will be eager 
to try out. 
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Additional materials. Other songs for which a 
similar rhythmic and melodic enrichment is possible are lis ted 
below. 
ABC Serie s, 7 
"New River Tra.in":44 
"Wabash Cannon Ball":l02 
-
"Ridin' on the Railroad": 46 
American Singer, 7, Second Edition 
"New R1 ver Train": 12 0 
Music Sounds Afar 
"New River Train ":76 
N'.!Us i c In Our Tillr3 s 
.;...;;......;._...-..--
"We Are Riding":29 
Rig -a-Jig -Jig 
The early American settlers enjoyed singing and danc-
ing just as we do today. "Rig-a-Jig-Jig," (ABC Series, 7:5) 
is a lively dance melody from the frontier period. The verse 
is in unison in this arrangement, while the refra:in is in two 
parts, with an optional third part adaptable for the cambiata 
or alto voices. Since the adolescent enjoys dancing, a song 
which invites this activity would be an effective means for 
promoting rhythmic response in the general music class. This 
melody oould be used appropriately as program music also, with 
costumes, dramatization, and narration added. 
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The autoharp , ukulele, guitar, and cello to strum a 
rhythmic accompaniment , with piano and melody bells to add 
variety will give just the needed touch to enliven this 
American folk tune . 
Teaching methods with rhythmiC and melodic enrichment. 
The melody , played by the teacher on the piano or the song 
bells , will familiarize students with this simple song. An 
explanation of 6/8 meter is very necessary. The "tie" and 
the "incomplete measure •• might also be reviewed. The follow-
ing rhythmic Pi tterns 
A' ,OJ ,Q:J 
'l 'I 'L 
should be placed on the blackboard: 
T3 I. ,1 / ,I , 1' c l , 1. , \. 
~~ 'L 1 j j__ 
Using this exercise direct the students to: 
1 . Clap each pattern and count "one, two" on the 
accented beats of each measure . 
2. Di vide the class and direct one group to clap 
pattern "A" while 
taneous ly: 
t:te remainder of the class clap "C" si.mul-
~{A :\T.I :'??j fl] :'?? : 
r c. I I I I 
3. Follow a similar procedure with patterns "B" and 
4. Use the song bel ls to strengthen the melody as 
the class sings the words softly. Additional rhythmic empha-
sis would be possible by the selection of a few students as a 
rhythmic group , -ro clap the first beat of each measure while 
the class smg . 
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The easy-to-play stringed instruments, the guitar and 
ukulele, can provide an excellent strummed accompaniment to 
"Rig- a-Jig - Jig . " Students in the class often own one of 
these instruments and are only too glad to oblige . The cello 
is another possibility. The open "C" and "G" strings, plucked 
on the accented beats will emphasize the rhythm. A student 
may also be taught to play the autobarp . The two chords which 
are needed to aocomp any this folk tune are specified in the 
text and can be used to guide all string accompanists. 
Variety for the seccnd verse , or for original verses which 
students may write , could be supplied by the piano , playing 
Students may respond bodily to the rhythm as they sixg 
by swaying and clapping on the first beat of each measure. If 
space is available a small group might dance. The adolescent 
enjoys dancing and would profit by an opportunity to learn 
steps for a square dance . These steps are included in the 
classroom text on page three . 
Additional .materials. Other so 1:\gs which require only 
I ani V 7 for chordal accompaniment, and for which a similar 
rhythmic enrichment is possible are listed. 
ABC Series, 7 
"Capt a :in Jinks tf: 3 
"Paper or Pins":4 
"Polly Wolly Doodle" :89 
Music In Our Lif'e ;;;;;....~.;._ __ _ 
"Everybody Loves Saturday Night":l29 
"Chumbara" : 38 
:N!Usic Sounds .Atar 
"Jim Along , Josey":62 
"IX>Yll in the Valley":l39 
B. COMPOOED SONGS 
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While the folk song expresses the simple thoughts and 
desires of the lowly peasant and laborer, the composed song 
is a song of artistic character, whose composition requires 
the talents of both poet and musician, for t he L'l.Usic reflects 
and :interprets the meaning of the text. The musical struc-
ture is more elaborate and varied in the art song, and the 
subject matter more lofty and intellectually appealing. The 
beauty of the composed song will bring a quality to the 
, general music class that cannot be attained from folk songs 
alone. 
The Linden Tree, Franz Schubert 
Franz Schubert ranks among the greatest of art song 
writers. Instinctively, he composed lyric melodies, whose 
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beauty intensifies the meaning of even an ordinary text. The 
lyrics, written by Wilhelm :Muller, inspired Schubert to com-
pose a new musical form--the song cycle, which is a story told 
in verse and set to music . An abridged arrangement of "The 
Linden Tree" (Proudly ~ Sing :181.,.) from the sorg cycle "Win-
ter Journey , " is an appropriate introduction to this musical 
art fonn for a junior high school general music class. The 
arrang em.ent in the text may be sung S.AAT, SATB , or SSA. The 
SSA arrangement will be considered here, since the alto part 
is within the range of the changing voice. 
Teaching methods ~ rhythmic and melodic enrichment. 
Pictures depicting the scenes of Schubert ' s '~inter Journey , " 
and a brief resume of the story of the poem, would give the 
class a clearer understanding of the meaning of the text, and 
enable them to sing more expressively. If possible, the class 
should hear a recording of the song as originally composed for 
solo voice . The piano accompaniment supplies the only proper 
enrichment for Schubert ' s song . 
The following rhythmic eXperiences in connection with 
the art song are purely for preparatory work and to clarify 
the student ' s appreciation of what the composer has done. 
This in turn will enable him to sing the music with greater 
understanding and feeling. Through repeated endeavors to 
acquire a perfect rendition of this beautiful art song, it 
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hoped that the student will experience a deep inner percep-
tion of the rhythmic pulse, and a g rowing awareness of the 
unity between the text, the melody, and the accomp animent. 
Tm meter of "The Linden Tree"--3/4, is familiar to 
the adolescent. Of the six rhythmic patterns of the song, 
only the folloning might need explanation: 
~ l l i i ' ~ .,1' I , 1. ,t ·59 l ,0 ,L , ~ { , \ ~ ~ 5 1' . ~ ~ [' 
1. Direct the attention of the students to the rhythmic 
patterns and explain the triplet as three even notes to a beat. 
2. Select a group of students to clap a series of 
triplets as another group tap the metric beat lightly with a 
pencil. The entire class should count the metric beat softly 
and endeavor to feel the rhythmic pulse: 
Group A ~r-n ~IT.\ .• r;r:J ,r-;IJ ,\7-:-1 ,IJJ 
.!! ~ ....___y 
'--.::V ~ ~ 
Group B t I ( \' \' \' I 
Class )/ .$ I :v -3 
J. Using the text (Proudl y We ~:184) challenge 
class to discover the similarity of the rhythm patterns in 
phrases one and two, and three and four. 
the 
4. Instruct the students to chant the words rhythmically. 
Care should be taken to have tbe triplets interpreted evenly. 
The addition of the accompaniment would strengthen the rhyt bm 
at this tire, and allow students to hear the harmonies they 
wi 11 soon be singing. 
5. Direct students to sing the words saf'tly with 
piano accompaniment. 
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The piano accompaniment supplies sufficient rhythmic 
and melodic enrichment for Schubert ' s art song, "The Linden 
Tree." Students should become familiar with the eight meas-
ure mtroduction by following it in the text, as it is played. 
For contrast, verse two cou l d be sung by a solo voice, as the 
remainder of the class "hum" the three-part harmony. The 
direction of the teacher , as a conductor, would help students 
to keep a steady rhythmic pulse and to interpret the music 
with greater comprehension and feeling. 
By the Sea , Franz Schubert 
During the latter part of h:E life, Schubert composed 
a series of songs, known as the "SWan Songs, " which were his 
"last, priceless gift to singers . " (4:204) uBy the Sea" is 
one of this group . It is a simple , pensive melody which opens 
with t'WO soft chords and swings immediately into the unbroken 
rhythm of the sea. The musical interest in the sang is 
artistically divided between the voice and the accompaniment, 
for in the accompaniment, the melody is written in the alto 
part. Teachers have found that the text and the emotional 
element in this music strongly appeals to the ado las cent. The 
words, translated into English by Fov.ells, (4:104} tell of 
an anxious loved one who hopefully scans the horizon as she 
awaits the return of fishe r.men, delayed because of a heavy 
storm on the sea. 
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Teachin~ methods with rhythmic and melodic enrichment. 
A brief discussion of the dangers entailed by fishermen on the 
open sea would motivate interest in this lovely art sor:g. The 
rise and fall of the rhythm of the waves, so artistically 
de pic ted by Schubert in the tonality and rhythm of the intra-
due tory chords should be pointed out to the students. 
While the piano to accompany the voices, is necessary 
for the correct rendition of Schubert's songs, melody bells 
and tbe string bass would add interest and enrichment to the 
music period. 
The four rhythm patterns in the melody should be placed 
on the blackboard: 
{; I U 
Call attention to the incomplete measure and give the class 
a rhythmic command each tiro.e they begin to read or sing, as 
this will facilitate the entrance on the off beat. 
1. Direct the class to chant the patterns from the 
blackboard on a neutral syllable "noo," while a select group 
tap the metric beat lightly with pencils. 
2. Using the text, (4:104) bave the class rhythmic-
ally chant the words of each verse. Students should discover 
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tha. t there are only four phrases in the song and that each 
phrase begins on tl:e up beat. The addition of the piano 
acoornpaniment during this initial reading would help to 
emphasize the beginnings and endings of phrases and keep the 
smooth regularity of the rhythm • 
.3. Call attention to the expression marks, crescendo 
and diminuendo over phrases tiD and four, as well as the first 
and second ending. 
4. Direct tbe class to sing the words of each verse. 
Students should endeavor to observe tre expression marks and 
portray the rhythm of the sea by a steady rhythmic pulse. 
The string bass, played sat' tly with a bow on the open "C", "G" 
and "D" strings would strergthen the accented beats. This 
instrument might provide a tall boy, who is self-conscious 
about his changing voice, with an opportunity for active 
participation in the class. With a little practice he could 
handle the bow on the open strings while the "A" might be 
marked on the fingerboard. The notes to be played on the bass 
can easily be followed in the piano accompaniment. 
5. As the tempo of this melody is slow, students 
might be encouraged to outline the conductor's movements for 
4/4 ti.tm as they sing. A diagram on the blackboard would act 
as a guide: ~-~ l~·"--. 
I ) I '-
r . . ' \ ( . . ' ) 
.,{ I , ·--l~ 
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This would provide a reason for re-singing the song several 
times and would tend to improve the regularity of the rhyth-
mic pulse, the perfection of interval intonation, and 
expression, which in turn would result in a more finished 
rendition of t h is beautiful melody. 
The soprano voice in the accompaniment, played on the 
melody bells, would add an interesting descant for the second 
verse and supply a novel effect during the learning process. 
Additional material. Other songs, composed by Schubert, 
which are available in recent junior h igh school music texts 
are listed bel ow. 
~Series, 8 
"The Erl King": 100 
"Natures Praise":l66 
"Who Is Silvia ":177 
Time For M.lsic 
--
"The Trout": 110 
1~ic In Our Heritage 
"Sea Calm":55 
Music For Everyone 
"To Music": 55 
American Singer, 8, Second Edition 
"To Musicrr:9 
Music Sounds .At ar 
"Hark, Hark, The Lark":l3 
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0 Silent Night , Johannes Brahms 
vVhile Schubert ' s lyric melodies intensify the meaning 
of the text , the songs written by Brahms are of a high musi-
cal interest . He developed each idea in an artistic, logical 
manner, and endeavored to present the mood of the poem by 
means of appropria te melodic and rhythmic patterns with a 
rich harmonic accompaniment . Brahms was also a great lover 
of folk music and he borrowed mny folk melodies for his com-
positions. "O Silent Night , " in Singing Juniors: 184, is a 
German folk song which he .chose to harmonize . The .IJX>od of 
this music is reflective; the style free, not measured. It 
would be enjoyed particularly by an SAB group of junior high 
school students because of its rich homophonic harmony. 
A brief discussion on the life and works of Brahms 
would be an appropriate introduction to his music . A short 
but informative resu.n:e of the life of the composer is included 
in the student ' s book . (93:183 - 184) The piano, melody bells, 
and glockenspiel, as well as the cello to assist the changing 
voices, would supply enrichnent for teaching purposes. 
Teaching methods with rhythmic ~ melodic enrichment . 
A recording of "O Silent Night," in Album 70 of the series, 
would facilitate the presentation of this three-part sang . 
As students listen and follow the notation of the three 
111 
parts, they should observe that phrases one and two have a 
similar rhythmic and melodic sequential pattern, while phrases 
three and four are entirely different, melodically. Attentive 
listening will also permit students to learn the three part 
harmony as an integral part of tre song rather than as sepa-
rate voice parts which eventually are sung together. 
This art song is written in 3/2 time, a meter which is 
not common and may need explanation. 'J;'he following r byt.bmic 
patterns might be placed on the blackboard for the clarifica-
tion of the rhythm: 3 ol ( ,1. ~~) ,) l ,I ,I &t 6J j .~I , ,l ,.1 ,! ( , l. ~ ~ ,9\ A ,I 
o2., I .Z3 I .Z$ t.t .s I tz-(j 
1 . Call attention to the incomplete measure, t he n 
direct a few students to keep the metric beat by tapping a 
pencil on the desk as the class chant the patterrili on "noo." 
2. Following tre same procedure instruct the class to 
chant the words in rhythm from the text. (93:184) The addi-
tion of the piano accompaniment will help students to retain 
the feeling for the rhythmic pulse and encourage them to 
think phrasewise . 
Students should be directed to notice the mood 
s~gested by the text and the music, the attack and release 
at the beginning and end of the phrases, the climax in phrase 
three, and the expressive interpretation of the entire song, 
for the aesthetic beauty in this art song will be enjoyed by 
stUdents only in proportion to the perfection in which tbe 
music is rendered . 
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The full harmony of the piano accompaniment, w:i:th the 
addition of melody bells and glockenspiel playing the soprano 
and alto voice parts, would add interest in t:b..e general music 
class, while the piano and cello together might be considered 
as another alternative. The cello would strengthen the bari-
tone section, or supply this voice part if the boys' changing 
voices were not equal to singing the part at any time. S:ing-
:ing unaccompanied, w:ith the teacher or a student as condwtor, 
would permit students to enjoy the rich harmonic beauty, and 
retain the rhythmic pulse while singing. 
Additional material. Several other art songs by 
Brahms are available for use in the junior high school gen-
eral music class. 
ABC Seri es , 7 
"Silver Moonlight":l94 
American Singer, 7, Second Edition 
"Lullaby": 201 
Birchard Series, 8 
"A Wasted Serenade":209 
Music In ~ Heritage 
"How Lovely Is Thy Dwelling Place":l49 
Music ~ Everyone 
"MY Homeland": 31 
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Preyer, Hugo Wolfe 
Hugo Wolfe, comidered by critics as oneof the great-
est art song writers, followed the traditions of the German 
lied begun by Schubert. In many ways he was a direct oppo-
site o"f Brahms, for like Schubert, he composed with a great 
reverence "for the poetic mter of the text. "Prayer," in 
Music In Our Times: 74, is an example of the perfect union o"f 
poetry and music, The text, translated by Nancy B. Turner, 
should evoke deep thoughts in the mind of the adolescent' 
while the mstery of the vocal score will supply the studEnt 
with a real challenge. 
The accompaniment of this lovely art song requires 
special attention. It should be arti:stically played on the 
piano, while the class observes the music , in relation to the 
words. A deeper comprehension of the mood of the music will 
be possible, if the students sing the wards so-ftly, as the 
accompaniment is played. 
Teaching methods with r .bythmic and melodic enrichment. 
The meter , 4/4, is familiar to the junior h:gh scb:>ol student, 
but several intricate rhytbm patterns in the song would need 
preparation. A picture of these patterns, the tie, and syn-
copation on the blackboard, will provide the visual aid to 
simplify teaching procedures: ; / ~ I !\ ~l q ~ ~ 
1 \ , \ G\j.)~ .,\) I' I I' \ I t/ Jf I )., .5'f I ~ .3 1 
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From the blackboard illustration : 
1 . Direct the attention of the class to the tied 
rotes, and the syncopated rhythm in the last three measures . 
2. Select a few students to establish the rhythmic 
pulse by clapping the metric beat while the class chant the 
patterns on "noo . " 
) . The teacher , or a talented pupil might play the 
piano accompaniment while the flute or violi:n:n., played by a 
member of the class or an invited guest, carries the melody. 
During this time the students should tap the metric beat 
silently and follON tb..e notation and words in the text. The 
beginnings and endings of phrases should be noted and the 
rhythmic similarity in the repeated phrase, ntill journey' s 
ended," recognized. 
This instrumental enrichment however, should only be 
used during the learning process. An expressive piano accom-
paniment will supply sufficient melodic enrichment and a finn 
rhythmic background for the artistic rendition of "Prayer . " 
Strict observance of all marks of expression will lend beauty 
to the finished production . 
Students should be reminded to follow the accompaniment 
as they sing, for the art song is not finished until the 
pianist strikes the last chord. Unlike folk songs, the malo-
dies of ar·t songs are incomplete in themselves and become 
musically satisfying only when they are heard as part of tbe 
whole musical fabric . 
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Additional material. Many other art songs are suggested 
for parallel listening, but the junior hjgh school music 
texts contain only one other song by Wolfe. This is written 
more in the style of a folk tune • 
.ABC Series, 8 
''Walking ":102 
II. LISTENING LITERATURE 
Although singing is usually the core of the activities 
in the general music class, a well-integrated music program, 
on the junior high scmol level, makes ample provision for 
guided listening also. In an organized se..quence of listen:ing 
activities, the adolescent who "hears" music constantly, can 
develop the ability to "listen" to music intelligently. By 
focusing the student's at tent ion upon the elements of music 
which he finds meaningful, interesting, and emotionally sati s-
fying, the teacher can guide the adolescent to the gradual 
comprehension of melodic design, harmonic structure, rhythmic 
patterns, tonal color, mood, and form. Rich emotional experi-
ences in the realm of tone and rhythm will foster tbe recog-
nition of the power, the beauty, and the aesthetic value in 
music, and will provide the student with musical enrichment 
for both present and future living. 
Each listening activity presented here is planned far 
completion within four forty-five minute junior high school 
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general music classes . The selections include nationalistic 
music, program music, and absolute music. Compositions 
which contain a specific rhythmic interest have been chosen 
under each he a ding • 
A. NATIONALISTIC LITERATURE 
The idea that tm composer should endeavor to express 
his own characteristic national and racial traits in his 
music became popular during the later part of the 19th cen-
tury and is very prevalent today. The composer uses folk 
n:elodie s and dance rhythms of his country for inspiration. 
He attempts to portray in melody, harmony, and rhythm, the 
life, the scenic beauty, or the national history of his native 
land . Music of this caliber has been found to be of interest 
to the a dole scent, particularly when the music of an .American 
composer is chosen. (15:186) 
Bi l l y The Kid , Aaron Copland (Columbia 1riL 5157) 
Preliminary information . Copland, one of America's 
most distinguished composers, found the western plains of this 
country especially appealing. The cowboy, and his life in the 
wide open spaces, has become a part of American folk lore 
which is celebrated in song and legend, and Copland vividly 
portrayed these scenes in his cowboy ballet, "Billy The Kid. " 
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Later he artistically arranged this ballet music, which is 
written in a typical folk song style , as an orchestral sui. te . 
The ballet suite, "Billy The Kid," portrays a young 
outlaw who became a legendary figure in America during the 
early f'rontie r days . Billy' s life was strange and sad. As a 
mere child of twelve he witnessed the killing of his own 
rr:other, from a stray bullet during a brawl between two con-
hands . Overcome with grief' and anger, Billy stabs the killer 
and thus begins his life as an outlaw. For years he plays 
the life of' the hunted desperado , but finally is overtaken by 
Pat Garrett , the Sheriff . Billy is seized during the "Gun 
Battle" that ensues , and dies wi thin a few minutes . Copland 
artistically laments tl:e death of his hero for a smrt time, 
but the music tells that life, in regular western style, con-
tinues as usual. The suite ends on a motif of wide open har-
monies, similar to the opening melody. 
The episodes in the Ballet Suite, "Billy The Kid," are: 
1 . The Open Prairie 
2. A Street in a Frontier Town 
3. The Card Game 
4. The Gun Battle 
5. Celebration After Billy' s Capture 
6. The Open Prairie Again 
The various characters in the story are introduced 
with familiar folk songs, whose melodies are repeated exactly, 
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combined with other folk tunes, changed rhythmically, inter-
woven with ne w musical patterns, or dressed up in various 
new harmonies. (10:263) (46:68) 
Presentation of the principal themes. Familiarity 
with the themes in a musical composition tend to motivate 
interest during the listening period. A short time spent 
in singing these melodies before the recording is presented 
would prepare the adolescent to follow the music more 
intelligently. .A more spontaneous recog nition of the various 
tl::eme s, tbe alterations in the rhythm, or changes of mood 
would then be possible. 
Tbe following cowboy songs, used by Copland in his 
Ballet Suite, "Billy The Kid," are included in several junior 
high school basal texts: 
"Dogie Song" 
Birchard Series, 8:94 
Music ~ Everyone:22 
Title, ''Whoopee-Ti-Yi-Yo" 
Si~~ing Juniors:48 
Title, "Whoopee-Ti-Yi-Yo'' 
"The Old Ch isholm Trail" 
Birchard Series, 8:96 
American Singer, 8:134 
Proudly We ~:78 
"Good Bye Old Paint" 
Birchard Series, 8:93 
American Singer, 7:11 
Time For Music: 97 
"The Dying Cowboy" 
Singing Teenagers:71 
"Original Themes by Copland" 
Birchard Series, 8:98 
119 
In many oases students are familiar with the songs listed 
abov·e. The melodies are simple, requiring only two or tbree 
ohcr ds for accompaniment . The autoharp, ukulele, or guitar 
would be possible suggest ions for enriching this singing 
period, while rhythmic participation, as the songs are 
recalled, or learned, would add interest to the general 
music class. The "Jarabe," a graceful, I'w1'exican o ircle dance 
tune, is the only theme which is n ot included in some basal 
text. A blackboa rd illustrat i on would acquaint students 
with this rhythmic melody which weaves around tm princip al 
notes i and 5, while tl:s meter, 5/8, with a measure of 4/8 , 
inserted twice, would be of particular interest to tre young 
adult. The entire theme is included i n the Guide. {46:71) 
Guided listening procedures. Each recording taken 
in the general music class, sl:oul d have repeated listening3 
not only to deepen the apprecia tion of the particular 
com:rx>si tion, but to broaden the comprehension of music in 
general . 
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The initial experience for the Ballet Suit e should 
involve listening ( 1) for enjoYJ',mn t, ( 2) for recognition of 
too familiar themes, and (3) for the discovery of the seqlEn-
tial arrangement of t:tese melodies in the composition. Tl:e 
episode in the Ballet Suite should be listed prominently on 
the blackboard or on flash cards during the listening period, 
to facilitate the continuity of the story. 
A brief discussion, after the initial listening period, 
would evoke from the class, highlights in the recording, such 
as ( 1) the lorg sustained note, heard several times, which 
creates the feeling of anticipation, (2) the various moods 
suggested by the themes, the distortions of these themes, 
melodically or rhythmically, (3) realism, portrayed in music 
by the percussion instruments during the "Gun Battle" episOO.e, 
and (4) suggestions for the rhythmic interpretation of the 
principal themes . 
Rhythmic participation . Attentive listening will 
enable many members in the class to indicate their awareness 
of the rhythmic changes in each successive theme . The epi-
sode, "A Street In A Frontier Town," in wh ich a number of 
familiar folk tunes are introduced, presents the greatest 
possibility for this rhythmic activity. 
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The Dogie Song has a definite feeling for rhythm that 
swin~ in two ' s . ( j ,1,1) Fingers snapped on the accented 
7 
beat, by a few members of the class, would provi de an inter-
esting rhythmic response . The familiar words in tbe text may 
be added to this response during the variation of the tleme. 
I I I , I , I ' \ , \ ,I , I 
In tbe orchestral accompaniment for the Old Chisholm 
Trail, a crisp, off- beat rhythm on the tone blocks is evident. 
Four or five students might imitate this particular rhythm by 
tapping the desk lightly with the finger nails or with pencils . 
~Bye Old Pa:int, and~ Dying Cowboy are slower in 
tempo . A slight swaying motion would be sufficient rhythmic 
partie ipation for these melodies during a listenirg perioi. 
In the orchestral score, Copland combined two melod:ies 
in different meters 3/4, and 4/4, giving an example of poly-
rhythm. The junior high scbool student would relish an oppor-
tunity to create polyrhythms in the classroom and the e:x:peri-
The Jarabe, with its unusual rhythm, is a Mexican folk 
dance which is similar to the mazurka . ( 3: 373) Some students 
.may wish to learn and perform the dance, if room is available 
in the class . 
Repeated listenings to this composition will enable 
the adolescent to: (1} develop more discriminate listening 
mbits; (2} become more aware of the composer's use of the 
tonal-rhythmic elements in music; and (3) appreciate more 
fully the beauty and enjoyment inherent in this art. 
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Related listening rna terials . The following recordiig s, 
like "Billy The Kid," are replete with the folk lore of our 
picturesque western heritage. 
Rodeo, Aaron Copland 
(Capitol P 8196) 
Appalachian Spring, Aaron Copland 
(Columbia ML 5157) 
Cowboy Rhapsody, Morton Gould 
(Columbia ML 4218) 
Western Symphony, Hersh.y Kay 
(Vo:x: 9050) 
Grand Canyon Sui-t;e, Fer de Grafe 
(RCA Victor LM 1004) 
The Plow That Broke The Plains, Virgil Thompson 
- (Dec ca:-752'7) 
The Moldau, Frederick Smetana (RCA Victor LM 1118) 
Preliminary information. Smetana was a true Bohemian, 
proud of his native land, and thoroughly acquainted with the 
spirit of this musical country wro se people are sentimental 
and at tbe same time exuberant in their dances. .An:xious to 
share over and above these admirable traits, the scenic 
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beauty and the rustic folk lore of his country with the world, 
Smetana composed a cycle of symphonic poems entitled WJMy 
Country," of which ~ Moldau is tre sea:> nd number. 
The title of t his symphonic poem is taken from the 
longest river in Bohemia, around whose banks the cultural 
life of the Bohemian people has centered formany years. The 
music is full of the rural simplicity, so naturally associ-
ated with the folk lore of this country. To enable the lis-
tener to understand and enjoy this .music, the compo ser includ-
ed explanatory notes for each symphonic poem. A brief des-
cription of "The Molda.u" may be divided into four sections : 
(1) The source of the river and the river itself; ( 2) The 
hunt in the forest and the wedding celebration; (3) Moonlight 
on the river and a dance of the nymphs; and (4) St . John ' s 
rapids and the castle of Vysehrad. Smetana's love for his 
native land is very evident in these notes , but his musi c 
s~aks with even grea ter force . (19:20) 
Presentation of the principal themes. The source af 
the river, flowing from two springs, one war m, the other c old, 
is represented by a simple phrase played by the flutes: 
ft ,Qj .f jf) ti y t ~followed by a seoond rippling mel-
ody on the clarinets : 
L .u-f:,~~~~ 
as violins and harp portray the sunbeams dancing on the 
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bubbling springs. Both melodies weave in and out, painting 
tre brook as it rushes through the forest to eventually 
become the river. The Song of the River is the principal 
-ib F' ~~ t= ·' I• 
®tit, which dominates tla entire .. work:b C j1' C ij= f F I 
E -!!::. -f! ~/"'.,.~ , ~· -1- _,._ /'_,_ I ~~ ,......., 1¢ r q r T Dfr 1 I· p· 11 1 t 1 ( I' ii 1 (' ,. r 1 
This is a graceful folk-like melody which enters in the minor 
mode and is developed and harmonized in a masterly marmer, 
forming a tone picture of a majestic river, steadily flo1trmg 
on its course.~ ~~~3bEE~51~~ The sound of the hunter's horns: ~ f X T jJ "j I ( 
.Jf' 
tl I• P # I /J I II 1\ 
and the rhythm of galloping hoofs: ~':j«"t=j~t=i=t=t=;;t=t=l:=~::;t~ .. 
.__ ~ 
rem:ind the listener that hunters are on the river bank. As 
the excitement of the hunt fades into the distance, a gay, 
rhythmic polka tells o.f a peasant wedding feast in the valley, 
mar the shore: 
48 u u 1 a 64' e a 1 tJ· s· ib' 1 'l f u 1 
The river widens and deepens as twilight falls, and 
the mystery and magic of moonlight on the water is evident in 
the smooth song-like melody, the undulating accompaniment, and 
which establishes a meditative mood: 
0 I Q I!'" l>i!J.-1 11"'1 o ~ 
Then full orchestra blends, to portray the Ivbldau as it gath-
ers speed, splashes, and turns among huge rocks, ~til it 
•. 
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forms the tumbling rapids of st. John. The River Theme now 
a song of victory, in rich major harmonies, sings the triumph 
of tbe Moldau as it widens and majestically wends its way to 
the Prague, past the ancient castle Vysehrad, a symbol of the 
glories of Bohemia's past, and finally is lost in the open 
sea. (19:21-23) 
Acquaintance with the story portrayed in this symphonic 
J;XJem, and familiarity with the principal themes will make 
the initial listening experience of "The Moldau" an enjoyable 
edu ca.tional experience. Flash cards containing the themes of 
the two springs, the trumpet call, and the gallopi~ hoofs 
would provide a visual picture of this music as it is played. 
The River Theme, the Polka and tbe Night Music might be 
placed on the blackboard and played on the piano, melody 
bells or xylophone, as students follow the notation and "hum" 
the melody. Attention should be called to the River Theme as 
it will be heard in both major and minor tonality. 
Guided listening procedures. The initial listening 
period for "The Moldau" should involve (1) recognition of 
the River Theme in major and minor tonality, the melody of 
the Polka and the Night Music, (2) familiarity with the various 
incidents and scenes a long the river bank. Pic t u.res to des-
cribe these scenes would increase the interest in this 
listening period. 
Repeated li stenings should evoke from the students 
(1) a keener understandmg of tbe various moods reflected 
in the music , {2) cognizance of the changes in tempo and 
.Ire ter, ( 3) recognition of the familiar melodies and motifs, 
as well as the instruments on which they are played, and 
(4) an intelligent comprehension of the means used by the 
composer to add color and interest to the different scenes. 
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Rhythmic participation. The happy folk melody of' the 
River Thane, in 6/8 meter, has a lilting swing as it m011 es 
simply up and down the i!L erval of an octave in either the 
major or minor mode . A few students might clap the accented 
beats while the remainder of the class sway to the rhythm as 
they become familiar with the melody or recognize it in 
"The Mol da. u. " 
The dance tune has an interesting n:elody which students 
will grasp quickly if it is played on the piano, song bells 
or glockenspiel, while tl:e characteristic syncopated rhythm 
ot the folk dance will fascinate the adele scent. Many 
possibilit ies for a rhythmic respom e during the learning 
process may be suggested by the class. The following are 
only a few: 
1. Clap hands on beat ore, and slap the knees on beat 
two, for each measure. 
2. Use rhythm instruments , allowing students to impro-
vise their own accompaniments. Some suggestions are offered: 
Bongo~: 
Conga drum: 
Claves sounding the metric beat: d •\ , I I ,I ,I 
/f 7' 17 
Guiros sounding each rhythmic pattern. 
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3. After the melody is familiar, some members of the 
class might enjoy dancing the polka . Class partic:ipation in 
this activity would be possible if students who were not 
dancing, clapped the accented beat in each measure . The 
melody could be "hummed" or played on a record player. 
Other folk dance melodies, with similar r hyt bms c harac-
teristic of these peasant folk, are included in the junior 
bigh school basal series. Com!ll risons of the rhythm in trese 
folk son~ and the dance melody in "The Moldau" would be an 
enlightening educational experience . The following scngs are 
listed for examination: 
Bircbard Series, 8 
"Over The Meadows":l4 
Birchard Series, 7 
"Morning": 49 
"Above The Plains":46 
Singing Juniors 
"Circle Dance" : 66 
Music Sounds Afar 
"Advice To Mis cha": 14 
Related listening materials . Other recordiDgs in 
which the composer reflected the natio nal characteristics 
. 
of a people, and therefore could be approached in a marmer 
similar to "The Moldau" are: 
Finlandia, Sibelius 
(Decca 9936, London LL 1313) 
London Suite, Coates 
(Decca DL 4039) 
Steppes of Central Asia, Borodin 
(V1cwr tM 1816,----
Espana Rapsodie, Chabrier 
(:Angel 35327 - LP 780) 
Romanian Rhapsodies, Enesco 
{Capitol P 8209) 
Overture 1812, Tchaikovsky 
(VJ.ctor'"'L'M 2345) 
Turkey in t heStraw, Guion 
(RCAAlbum E 75) 
B. PROGRAM MUSIC 
Turning from the classic conception of music as an 
objective design, the composers of the romantic period 
recognized the possibilities of music as a vehicle for the 
ex~ession of ideas and emotions. The devices they used to 
evoke the reflect ion of subject matter, or to establish a 
definite mood for the listener were well defined rbytbm, a 
lilting melody, and rich or plaintive harmony . The clew to 
the mood, the scene, or incident depicted in the music is 
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; . 
usually found in the title of the piece, and full enjoyment 
of the composition is realized only when the JJ.itener has 
same acquaintance with the ideas of the composer. (19: 3) 
Peer Gynt Suite, Edvard Grieg (Capitol P8329) 
Preliminary information. Grieg, like Smetana did 
much to glorify the music of his native land. He knew and 
loved the folk lore, legends, and myths of the Northland, 
and in his tiny studio "Tone House," he wove the landscape 
and the spirit of Norway into tapestries of sound. In his 
music we hear short, song-like melodies, the rhythms of 
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the Scandanavian folk dances, and cool harmonies which suggest 
the northern forests and the misty fjords and mountains. 
Grieg once wrote a set of pieces to form a part of 
the incidental music of his friend Ibsen's fantastic dr-ama,· 
'Peer Gynt." Later he arranged this incidental music into 
an orchestral suite. ''Peer Gynt Suite" is based on the life 
and adventures of Peer Gynt, the hero of a Scand:inavian 
legend, knovm to all Norwegian children. Peer is a lawless 
adventurer, proud, boastful, and given to playing mischievous 
pranks. He is tbe son of a poor widow, Ase, who knows full 
well the re.ckless tendencies of her son, yet believes he will 
some day become great. 
Peer, an uninvited guest at a wedding feast, meets 
Solvejg and wins her undying love and loyalty. As a prank, 
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he carries the bride off to the mountains. He is pursued by 
the guests, who recover the bride but never find Peer . Wan-
dering in t o the realm of the Mountain King, Peer falls in 
love with the Ki~ ' s daughter. When this is discovered, the 
King ' s trolls and wicked fairies beat him unmercifully and 
leave him to die . Solvejg finds him sick and exhausted and 
nurses him back to health, only to have him hear tm news 
that his mother is dying . He leaves Sol vejg and finds his 
way to his mother ' s bedside before she passes away. Off on 
another escapade, Peer travels to Africa where he meets the 
beautiful Anitra who dances for him, elopes with him, and 
later betrays him and takes the jewels he has amassed . Peer , 
sad and dejected, finally returns to Solvejg who awaits him 
in the Norwegian glen. Hi s pranks are over- -he dies in her 
arms. 
In the concert arrangement of this suite, Gr:leg clDse 
four numbers from the original composition: (1) Morning; 
( 2 ) Ase ' s Death; (3} Anitra ' s Dance; and (4) In The Halls Of 
The Mountain King. (6:64- 72) 
Presentation 5.. the principal themes. The princ i pal 
themes, placed on the blackboard or on flash cards, will give 
stUdents a visual picture of the melodies during the listen-
ing period. Morning is based on a short theme of four mea-
sures: 
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The music s~gests th3 colors and tinted beauties of the sun-
rise, an effect the composer attained by a continual changing 
of the key, and a rich variety of instrumentation. The 
simple theme , repeated twelve tims, is played in turn by 
flute, oboe, clarinet , cello , bassoon, and French horn. 
Full, vigorous chords :picture the rising sun, graceful arpeggios 
suggest the fleecy clouds catching the golden rays, while 
short, repeated trills create the atmosphere of warmth . The 
sense of anticipation, rising to joy, has rarely been expressed 
so vividly in music . 
In the movement Ase ' s Death, Grieg painted the story 
princi pally through the artistic handling of two expressive 
themes • Theme A: l'*n "I ~ - · "'I • I' (@'I I' I' 1"'¥ '~ (32, ' I ~'l L I : : ==: : : : : =-  
repeated sequentially with a gradual crescendo leads to a 
definite climax. It depicts tre final effort of nature com-
batting the approach of death . Theme B: $% t tt n !It ¥ r, 7t ,._ r I i ,. I •. '1 ~I 
in which the melody gradually descends , conveys the somber 
mood of the title. The repetition of three final notes, 
descending by half-tones, concludes the movement. The music 
is played by the strings , and in an almost human way they 
emphasize the :pathos of the story. Musical sequence and 1brm 
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is clearly :portrayed for the student in this tone poem. The 
follaving diagram would aid his comprehension of these musi-
cal terms: 
Theme A~. A A · 
A 
Theme B: ~ Codetta.: I I I 
The third moven:ent, Anitra 's Dance, opens with soft 
pizzicato strings, which suggest the rhythmic sway of the 
dancer and prepares the listener for the high, piquant mel-
ody which follows: 
Percussion instruments, the sound of tambourines, cymbals, 
and triangles, paint a true picture of the Orient. In the 
middle section a .fascinating effect is obtaimd when instru-
n:ents in the lo,~r register imitate the melody and also play 
counter-themes, which symbolize the sprightliness and agil-
ity of the gay Anitra . An outline of the Form of the mo"B-
100nt would help students to follow the music more intelli-
gently. It may be represented by: Introduction, A, B, 
Interlude, A, Codetta. 
The final movement of "Peer Gynt Suite," In The Halls 
Of The Mountain King, n begins with a long, muted note on the 
French horns, creating a weird effect and suggesting the fate 
of Peer, who is pursued by the NorNegian fairy folk, called 
trolls. Only one theme is to be heard: 
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This tune occurs ei@:l teen t i mes i n all . Varie ty i n the music 
is attained by the tone color of the im truments , while the 
steady accelerando creates a mood of breathless excitement 
before the final chord. (4 : 117-127) 
Guided listening procedures . Acquaintance with tbe 
story and the principal themes of each movement would enrich 
the initial listening period for students . A discussion 
follarving this hearing would provide an opportunity to point 
out tm various musical elements in each movement . 
In Morning a n d I n ~ Halls Q! ~ Mountain King , 
students should be aware of : (1) the repetition of the treme; 
(2) the instruments used by the composer to retain the inter-
est of the listener; ( 3) the artistic use of accompanying 
instruments for conveying the mood in each movement ; and 
(4) the use of tempo, for the same purpose . 
During Anitr a ' s Dance and Ase ' s Death, students should 
be cognizant of : (1) the contrary moods, and the musical fbrm 
in each movement; (2 ) the composer ' s use of strings to portray 
pathos in one, and to suggest an OriEntal atmosphere in the 
other . 
Rhythmic participation . A variety of rhythmic respon-
ses are possible in the themes of thjs Suite, for the follow-
ing time signatures are used : Morning, 6/8; .Ase ' s Death, 4/4; 
.Anitr a ' s Dance, 3/4; and In The Halls Of The Mountain King, 
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4/4. There are many possibilities for rhythmic participation. 
A few are suggested: 
1. Swaying or clapping softly on the accented beats 
in Morning, Ase ' s Death, and Anit r a ' s Dance. 
2. A small group clapping the metric beat in ~ Halls 
Of ~ Mountain King would enable the class to actually "f'eel" 
the rhythm in the accelerando. 
3. Dancing durir:g the music of Ani tra ' s Dance, if 
suffici ant space is available in the classroom. 
Related listening material. The follo·wing program-
matic music would require a presentation which would be 
similar to the presentation suggested for "Peer Gynt Suite," 
and might also be sui table for motivating the interest of 
the adolescent in the music of the great composers. 
Nutcracker Suite, Tchaikovsky 
(Westminster XWN 18223) 
Scheherazade, Rimsky-Korsakov 
{Westminster XWN 18378) 
The Firebird Suite, Stravinsky 
--- (RCA Victor DM 933) 
Mother Goose Suite, Ravel 
(RCA Victor DM 1268) 
Carnival of the Animals, Saint-Saens 
{Columbia-ML -4355) 
C. ABSO IDTE 11/ItJSI C 
Although the basic principles of composition under-
lying both program and absolute music are essentially the same, 
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the story or descriptive background, so familiar in program 
music is not present in compositions classified under the 
absolute form. This music appeals to and is appreciated by 
the listener solely because of its own melodies, harm:>nies, 
rhythms, and designs. If the attention of the student :is 
directed to the most significant features of the composition, 
absolute music can becane a deeply satisfying expeli ence in 
tle genuine appreciation of music. (18:7) 
Variations on a Theme of Haydn, Opus 56a, Brahms (LM 1725) 
Preliminary info nna t ion. Brahms is often called the 
"musicians• musician," for absolute music at its highest 
peak is portrayed in his composition. He was master of the 
classic styles which preceded him and his music portrays 
also the passion of his romantic contemporaries. As a tonal 
architect and sculptor he attained great sonority and scope 
with the orchestra. Although his music is organized and 
polished even in the most exciting moments it is thoroughly 
reserved. These characteristics are vividly portrayed in 
Variations ~ ~ Th€me 2! Haydn , where Brahms used a melody 
of great dignity and beauty--Chorale St. Antoni, from an 
unpublished divertimento for wind instruments. He constructed 
sectional variations that are the acme of perfection both in 
classical design and in musical content. Brahms' use of this 
specific musical foim portrays various musical moods and is a 
triumph in the orchestration of one simple theme. (14:180) 
Presentation £!:, the theme. Familiarity with theme, 
Section A: 
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as well as a comprehension of the structural outline of this 
1 1 
simple ternary form: A A B A B A will prepare the student 
for an enjoyable educational experience during the initial 
listening period. In the eight sectional variations, Brahms 
retains only the structure ani broad harmonic outline of the 
theme, but includes enough of its spirit to assure unity, 
(10:173-174) 
The outstanding highlights of each variation are: 
Variation I: Andante ~ ~' 2/4 meter. The tmma-
tic ou t1 ine is heard on bassoons and horns, while :plucked 
strings support and dero rate the .Jrelody. 
Variation II: Vivace, 2/4 neter. Written in the 
minor .r:wde, this variation gives :prominence to the rhytbn. 
1 Theme taken from: Piano solo arrangement of 
'~ariations on a Theme of Haydn," Brahms. (Schirmer ' s 
Library of Musical Classics. New Yoik: G. Schirmer,· Inc., 
1943)' :p:-). 
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Variation III: Con Moto , 2/4 meter. The oboe and 
bassoon alternate here to provide a lyric view of the theme. 
Variation IV: Andante, 3/8 meter. Written in minor 
tonality , the canonic pattern of the theme moves through 
several sections of the orchestra. 
Variation V: Presto, 6/8 meter. The melody , played 
here in a delicate staccato by the woodwinds, creates tbe 
impression of a scherzo-style. 
Variation VI: Vivace, 2/4 meter. The original theme 
is easily discernible in this variation, which features the 
string section playing a refim d pizzicato, against a new 
figure in the brass and the bassoon. 
Variation VII: Grazioso, 6/8 meter. Tone weaving af 
the highest caliber may be discerned in the harmonic struc-
ture of this variation, while the flutes and violas carry 
tbe freely conceived melodic line. 
Variation VIII: ~ presto, 3/4 meter. Written in 
the minor mode , the principal function here is the pre para-
tion for the Finale. 
Finale: Andante, 2/4 meter. The original theme mw 
appears in a ground bass, gradually climbs through the tcnal 
scale, and closes on a fortified version of the opening melody. 1 
1 
Irving Kolodin, Notes on the Record Jacket. Variations 
on a Theme of Haydn, Brahms. NBC Symphony Orchestra, Arthur 
Toscanini, COnductor. LM 1725. 
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Guided listening procedures. As an alternative for 
the listening procedures which were suggested for the 
previous recordings, instruct the students to keep a notebook 
and record the im:r:ortant facts about Brahms, his musical 
style, and his well-lmown compositions. The theme which 
Brahms used for tm variations, "Chorale St. Antoni," might 
be copied into the notebook, for use during the listening 
period. A brief explanation of the sectional variation 
form, in which the composer uses a variety of free harmonies, 
contrasting rhythms, and major and minor tonalities within 
the same musical structure, would prepare the student for 
an intelligent appreciation of the music. 
During the initial listening period, a visual aid 
cbart would help students to listen with greater comprehension. 
They should endeavor to: {1) recognize the A and B sections 
in the theme; ( 2) recognize the variations in the composition; 
and ( 3) identify the various orchestral instruments. 
This analysis sbould continue for two or three periods, 
which however, should be interspersed with other listening 
material. A new or varied approach each time Variations 2a !! 
Theme is presented will help to retain tl:e interest of the 
students, who should be encouraged to recognize new musical 
elements in the composition during each listening period. As 
a result of these opportunities, many members of the general 
music class should be able to (1) identify many of the 
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orchestral instruments and ( 2) describe in ·their own words 
tl:e rhythm, the changes in tempo, and t.l:B mood suggested in 
the different variations. The music, however, is the impor-
tant part of the listening and s bould not be overshadowed 
by definitions or too many questions. 
Rhythmic participation. Since there are eight 
variations of the theme, variety in the rhythmic response 
for each variation would mtivate interest. The following 
procedure is suggested: 
1. During the initial presentation of the theme, have 
the class "hum." the melody and respond to the rhythm by sway-
ing slightly on the accented beat of each measure . 
2. Divide the class into eight small groups. As 
each variation begins, the group who were designated before-
hand for Variation I, Variation II etcetera, may supply the 
rhythmic response on the accented beat of t be measure. Each 
group sb.oul d select a different means of responding to their 
meter. Soma of tm rhythmic responses which would be possible 
as well as practical in a general music class are: 
Variation I: Andante .£2!!_ ~' 2/4, clapping hands. 
Variation II: Vivace, 2/4, snapping f:ingers. 
Variation III: ~ ~~ 2/4, tapping a pencil on the 
desk. 
Variation IV: Andante, 3/8, using the conductor's 
beat. 
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Variatic:n V: Presto, 6/8, tapping the fingernails on 
the desk. 
Variation VI: Vivace, 2/4, using the conductor's beat. 
Variation VII: Grazioso, 6/8, tapping the heel of the 
right foot. 
Variation VIII: Poco presto, 3/4, tapping the toe of 
the right foot • 
Finale: Andante, 2/4 , class "hum" the melody 
and respond rhythmically by swaying 
slightly. 
Students may have other suggestions for rhythmic 
responses, or a few rhythm instruments may be used. Repeated 
listening will be necessary to enable each group to recognize 
and respond to their speci:fic variations. Meanwhile every 
member in the class should profit by the opportunity to grow 
in the understanding and appreciation of the beauty in 
absolute music . 
Related 11 stenin& materials. Ma composers have 
utilized the variation form in compositions. The foll011ing 
list includes some of the most out standing selecticns wbl. ch 
would hold the interest of the adolescent. 
Symphony No • .z., (Eroica) Final Movement, Beethoven 
(Victor, LM 1021) 
~Person ' s Guide to the Orchestra , Britten 
---rcapitol, P 8373 )- -
summarz 
Pop Goes The Weasel, Caillet ( Decca;-n 377) 
Variations on a Nurse~ Tune, Dohnanyi 
(Capitol;" P 8372) -
Rba.psodz on a Theme of Paganini, Rachmaninov 
(victor, LM 6123) 
Variations and Fbgle on a Theme of Mozart , Reger 
(Decca DL 95 5 - -
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The utilization of singing, the playing of instruments, 
and guided listenirg in the general music class, as practical 
means to assist the adolescent in the acquisition of skill in 
responding to the tonal rhythmic elements in music has comprised 
the substance of this chapter. 
Folk songs and Art songs, which it was felt would be 
of interest to the adolescent, were selected to facilitate the 
student ' s development of skill in responding to musical rhythm. 
The use of the easy-to-play rhythm, melody, and harnrmy instru-
ments , particularly in connectfun with the teaching procedures 
for folk music, has been advocated, while various physical 
responses to rhythm which might be utilized in the general 
music class have been suggested. 
Tl:e material for the guided listening program included 
nationalistic music, as well as programmatic and absolute music . 
The recordings selected were chosen principally for their worth 
in providing the adolescent with opportunities for the 
clarification of the rhythmic elements in music, which in 
turn would foster his growth in musical literacy, and 
encourage his appreciation of worthwhile music . 
A supplementary list of additional works of each 
specific type of music has been included. 
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CHAPrER VI 
SUMMARY, CONCLUSIONS, AND RECOhll~ATIONS 
The pur:pJses of this study were (1) to examine tlB 
imp:>rtance of rhythmic skills as a contributing factor in 
the development of musical literacy, (2) to identify con-
structive procedures which would facilitate growth in 
musical literacy in the junior hjgh school general music 
class, and ( 3) to outline a series of recommended rhythmic 
experiences with selected comp:>sitions which would in turn 
contribute to musical literacy. 
The material and information for this study were 
obtained from texts on music education, source books, 
periodicals of musical interest, and unpublished theses and 
dissertations which were concerned with any and all phases 
of the junior high school general music class, and particularly 
with the development of rhytbmic skills. 
The basal series for junior high school music, pub-
lished since 1950 were examined, and many recordings from 
these basal series were studied, as well as the music of the 
great composers. Music was selected which might be used to 
facilitate the development of rhyt l:nnic sld.lls in the general 
music class. Musical excerpts were secured from the basal 
series, from a standard dictionary on musical themes, and 
from books concerned with music listening. 
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I. SUMMARY 
An investigation of the teaching approach on the 
junior high school level gave ample evidence that student 
interest is a J;X:>tent factor in music education. This was 
found to be particularly true in the case of the adolescent. 
Psychologists have agreed that -the utilization of interest 
has important advantages, not the least or which is the 
provision of motivation which will often lead to the student's 
success in his endeavors·. 
The theor:ie s and practices of music educators have 
been greatly influenced by their real:iz at ion of the construc-
tive potential of awakened interest. Available investigations 
related to procedures in the general music class revealed 
that a flexible program of inter-related musical experiences, 
which consisted principally of singing, instrumental partici-
pation, and guided listening, were adtvocated, for these were 
felt to be necessary in order to motivate the interest of the 
students in the various phases of music. Furthermore, this 
approach in the general music class also helped the adoles-
cent to make the social and musical adjustments his age level 
required. 
The investigations on interest relating to music 
indicated that (l} familiarity with music tends to raise 
stu dent interest in s i~ing and listeni~ activities; { 2) the 
adolescent specifically enjoys singing, but prefers this 
145 
activity in a group or with the entire class; and { 3) rhythmic 
participation in a song heightens interest. It was evident 
also that rhythm. in vocal music often created a problem on 
the junior high school level. It was felt that many students 
have not developed sufficient skill in dealing with the 
tonal-rhythmic elements of music before reaching this 
scholastic level, with the result that growth in .mus:ioal 
literacy is often retarded. 
The study also involved the responsibilities of the 
teacher who is the guiding link between the music and the 
student in the general music class, as well as his principal 
qualifications as an educator. It was ole ar that he is 
expected to have a high degree of musicianship, a thorrugh 
knowledge of his subject-matter, and a genuine liking and 
sympathetic understanding of the adolescent in order to rreet 
the needs and prov ide for the individual differences of every 
student in the class. 
Available information on rhythmic activities revealed 
that there has been a tremendous growth of interest in this 
musical element since the turn of the century, alth:>ugh no 
tv.o authors defi ne rhythm in the same manner . The elements 
which form the structure of rhythm, namely, the beat, meter, 
accent, syncopation, and duration were explained. The impor-
tance of tbese reythmic elements was portrayed as the leaven 
which permeates an entire musical composition. It was felt 
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that the adolescent experienced a fascination for the strang 
emotional appeal in rhythm. The popular music of the day, 
with its forceful rhythmic beat, provided him with two of 
his most outstanding needs--security and social recognition--
but it also exposed him to music of a low and questionable 
calibre. Furthennore, although the adolescent student may 
be pulsing w:ith the rhythmic beat of the latest popular song, 
often he is unable to decipher from the printed score, the 
simplest melody. A functional grasp of the symbols for 
mytbm was considered to be one of the primary difficulties. 
Through the utilization of the student's interest in 
rhythm, a revitalization in the general music class was 
recommended, for the purpose of providing the adolescent 
with opportunities to develop skill, according to his ability, 
in musical literacy. 
A. ACTIVITIES JroR DEVELOPING RHYrEMIC LITERACY 
Si$ing. The literature revealed that building a 
repertory of unison and easy part-songs was one of the 
principal activities which motivated the interest of the 
adolescent .in the general music class. Therefore, through 
the sale ction of songs which contain a specific rhythmic 
interest, it was concluded that students could be provided 
with ample opportunities to experience the feeling of the 
rhythmic pulse in music, and to gradually transfer this 
realization to the recognition and comprehension of the 
visual symbols for rhythm. 
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The playing of instruments . The addition of instru-
mental accompaniment to the choral singing in the general 
music class was advocated by music edm ators, for it was 
found that these easy-to-play instruments motivated interest 
in the music, provided the adolescent with a definite and 
satisfying sense of achievement, and facilit ated his growth 
in rhythmic skills as \"1911 as in musical literacy. 
The principal rhytbm instruments which were recom-
mended for the adolescent were : the conga and bongo drums, 
castanets, sand blocks, tambourim s, maracas, claves, and 
coconut srells . It has been discovered that these rhythm 
instruments, when used in their proper setting, create 
sensitivity to correct rhythm and add enjoyment and novelty 
to the singing activities in the general music class. 
The harnxmy instruments, namely, the autoharp , 
harmolin, piano , ukulele , and guitar, when played artistically, 
supply chordal harmony and fascinating rhythm accompaniments 
to the vocal music . They also provide valuable listenirg 
experiences in the identification of common chords. Several 
basal texts were found which included instructions for chording 
and gave specific chords to be used to accompany classroom 
singing . 
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The melody instruments recom..m.ended for use on th:is 
scholastic level were : xylophone , glockenspiel, chimes., and 
the sor.g or melody bells. It was found that these instru-
rnen ts constitute a highly significant audio-visual tool for 
learning, since they promote the recognition of melodic and 
rhythmic symbols, and facilitate their transfer to r:P.ytbmic 
melody, thereby fostering growth in musical literacy. 
Guided Listening. The importance of listening , in 
every musical activity, was s tressed in the literature 
pertaining to guided listening. Leading authorities in 
music education have emphasi zed that familiarity with the 
elements of rhythm, namely, the beat , the meter , the ta:npo, 
the accent, syncopation, and the duration value of musical 
symbols, which the student acquires through singing activities 
and instrumental partie ipat ion , may be utilized advantageously 
during the guided listening period. It was agreed that if 
students follo-wed the visual representation of the music 
during the listening activity, they would gradually connect 
the symbol with the musical sound and the rhythmic pulse , 
thereby vitalizing their grasp of musical literacy . 
Recorded songs from the basal texts were reccmmended 
for this procedure, for in music with which the student is 
familiar , the elements of rhythm are discernible more easily. 
This same approach was advocated for the larger arches-
tre.l fonns , for it was believed that familiarity with the 
/ 
/ 
I' 
/ 
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principal tre mes in a composition would facilitate the 
student ' s recognition of melody, rhythmic patterns , metric 
beat , tempo , mod, and design. · Educators stressed the fact, 
that the ability to recognize and follow the notation of 
these musical elements during a listening period, made t he 
listening ex:reriences more meaningful and profitable to t he 
student. This in turn results in a broader grasp of music 
literacy . 
B. SO:ME RECOMMEN IED RHYTBMIC EXPERIENCES 
WITH SELECTED COMPOSITIONS 
The compositions which were selected for this study 
were cmsen principally because it was felt that , owing to 
their rhythmic appeal , they would be of interest to the 
junior high school student, would contribute to his growth 
in musical literacy, and would prove sufficiently adaptable 
to ensure their utility under many circumstances . Since 
singirg, instrumental participation, and guided listening 
comprise the basic activities for these experiences, each 
song or comr;osition recommended was planned to contain 
sufficient material to meet the requirements for (1) the 
serious instrumental student , (2) the adolescent with a 
recreational interest in music, and ( 3) the students who 
often attend this class because there is no alternative. 
Folk songs. In vocal music, folk songs were the 
primary choice. Consequent to the recent revival of folk 
music on radio and television, it has been found that the 
adolescent has shown gres.t interest in it. The lyrics in 
folk music are often interesting, and sometimes humorous, 
while the melodies are simple, appealing, replete with 
rhythm, and can be easily harmonized. Moreover , the easy-
to-play mythm, melody, and harmony instruments have a 
specific place in folk music. Leading music educators have 
recommended their use in the general music class to supply 
cb::r dal accompaniment, or melodic and rhythmic enrichment 
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to tre vocal music . Scoring these accompaniments would aloo 
foster grov~h in musical literacy. 
Since many folk songs invite dramatization or dancing 
suggestions, such as clapping tre hands, tapping the feet, 
snapping the fingers, or simply swaying to the metric pulse 
have been recan.m.ended. These responses to the rhythmic pulse 
would enable the adolescent to develop skill in responding to 
musical rhythm which in turn should deepen his rhythmic 
perception. The folk songs--Chiapanecas, Stodola Pumpa , 
ShefJ..l ~ Comin' Round The Mountain , and Rig-a-Jig-Jig--were 
the selections chosen for this study . 
Compo sed songs. The study of the art song was proposed 
as a means for acquainting the adolescent with composers and 
poets of worth. It was recommended that the adolescent should 
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have an opportunity to compare the folk song and the composed 
song, to realize that each contained tonal beauty and a 
definite rhythmic structure, including meter, accent, tempo, 
ani a rhythmic accompaniment which often greatly enhance the 
song. It was an accepted conclusion that an opportunity to 
acquire a broadened k:nowle dge of the aesthetic beauty of 
folk, and art songs should foster the recognition of the 
emptiness of present day popular music . Furthermore, it 
should assist the student to discriminate between the worth-
while and the worthless music which he hears. 
T.he bodily responses to the rhythm of the folk song 
have been advocated also for the composed song, but only 
during the teaching procedure . Since the piano supplies 
sufficient rhythmic and melodic accompaniment for the correct 
rendition of the art sorg, teacmrs have been recanmended to 
guide the young adult, through an understanding of the rbytbm 
in the musical notation to the gradual acquisition of an 
inner perception of the rhythmic pulse in tm music. The 
composed songs chosen for this study were written by Schubert, 
Brahms, and Wolf'e. 
Literature !..£!: guided listening. Altho~h the interests, 
needs, and potentials of the adolescent were considered, the 
listening material chosen for tbis study was selected princi-
pally for its wcr th in providing the student with opportunities 
for the acquisition of a clearer understanding of the rhythmic 
elements in music. An endeavor was made to utilize the 
rhythmic activities valuable for the development of rhythm 
skills in other activities of the general music class, for 
it was felt that this approach, through the clarification 
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of rhythm v.culd foster tbe musical growth of tbe adolescent, 
and incidentally enhance his appreciation of worthwhile 
recordings • 
Nationalistic music . Music which reflects the folk 
lore, scenic beauty, or historical events of a country, is 
also replete with characteristic rhythmic patterns, tempos, 
and meters which would strongly appeal to the junior high 
scrool student. The recordings, "Billy The Kid ," by Copland 
and "The Moldau ," by Smetana, which were chosen for analysis , 
contain these and other rhythmic elements which would make 
tbeir use in the general music class profitable and practical 
for the adolescent. 
Program music . Music which suggests a mental picture 
or tells a story :in tone and rhythm, stimulates the imagi-
nation of the young adult and can be utilized in the general 
music class as an educational tool. A comprehension of the 
various elements in rhythm will enable the student to under-
stand mre clearly the utilization of rhythm as a powerful 
instruiient for convey:ing the ideas of the composer to the 
listener. This in turn would foster his growth in the 
,, 
appreciation of program music. The selection chosen for 
this study was "Peer Gynt Suite, 11 by Grieg. 
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Absolute music. , For the most part, recordings of the 
classic composers are nat familiar to the adolescent since 
music which adheres strictly to form and design requires 
intellectual comprehension . However , when this .music is 
presented in a clear and interesting manner, and the student 
discovers and recognizes the rhythmic elements with which he 
bas become familiar , absolute music can be meaningful to the 
adolescent. "Variations on a Theme of Haydn," by Brah.ms has 
been selected to acquaint the junior high school student with 
absolute music . 
Teaching procedures, which would make the guided 
listening of nationalistic , programmatic, and absolute music 
interesting and intelli gible to the adolescent, were included 
with each recording, as well as a suggested list of additional 
recordings of each specific type of music. 
II. CONCLUSIONS 
As a result of the data compiled, the general conclusion 
may be drawn that, although a mathematical approach to rhythm 
was formerly advocated, a newer pedagogical approach within 
the past decade has become evi dent in the literature . Leading 
music educators have advocated that the student be guided to 
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recognize the various tonal-rhythmic elements in music and to 
deepen his :perception of rhythm through the gradual acquisi-
tion of the feeling of the rhythmic :pulse, the tempo, the 
meter, and the rhyt .bm.ic :patterns in vocal and instrumental 
music as well as in gu:ided listening activities. Through 
functional experiences in singing, playing simple instru-
nents, and guided listening, the student may be led to associa te 
the rhythmic feeling with the appropriate symbols. In this 
way , he gains genuine functional skills in relation to musical 
rhythm; in other words, he grows in intelligent music literacy. 
At present there is a paucity of data to assist the 
teacher in approaching this matter, particularly on the 
junior high school level. Hov.ever, several leading educators 
in the field of music have presented this pedagogical trend 
on the elementary school level. This material may be utilized 
with the adolescent but the approach at the junior high school 
level must necessarily be more mature and the musical material 
must be well adapted to the interests and needs of the 
a dole scent. 
III. RE COd:MEND.ATIONS 
Since investigation of the literature has shown that 
the adolescent invariably enjoys rhythmic participation of 
any kind, this interest should be utilized in the general 
musi c class. It is, therefore, recommended that : 
1 . During their professional preparation, teac.ters 
should be given a more thorough underst anding of rhythmic 
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perception and the various means of utilizing this lmowledge 
in the general music class. 
2. In the general music class activities relating 
to the development of skills in responding to rhythm should 
be correlated with every aspect of musical experien ce. 
This study has also revealed several areas i n which 
further research might be conducted. Therefore, it is 
recommended that: 
1 . A fuller investigation of the musical interests 
of the adolescent both in sclDol as well as out of school be 
undertaken in order that this knowledge may be utilized to 
supply the motivation for a developmental music program on 
the junior high school level . 
2 . Resource units be planned to foster the develop-
ment of' rhyt.lmic skills in the junior high s chool general 
music class . 
3. Further exarnim tion and compilation of sue cessflll 
teaching procedures be planned to assist the general music 
teacher to guide the adolescent in the development of skiLls 
which will foster growth in musical literacy. 
4. Experience Unit s be planned for the developmental 
gronth of rhythmic skills t hroughout the general music program. 
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5. .An investigation be made of the necessary 
equipment, such as record players, recordings, audio-virual 
aids, and easy-to-play instruments which would provide a 
stimulating and successful program in the junior high school 
general music class. Due consideration to objectives and 
classroom procedures with the use of this material would be 
necessary in order to prom::>te musical growth. 
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